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PREFACE: 


The'ANDHRA DANCE SCULPTURE which entwines the 
twin subjects of Dance and Sculpture, is a joint publication of 
the Andhra Pradesh Sangeeta Nataka Akademi and the Andhra 
Pradesh Lalil Kala Akademi. The illustrations reproduced in 
this publication constitute the dance sculptures from ancient 
temples and monuments which rank as the contributions of 
Andhras to Art. Hence, this publication ' Andhra Dance 
Sculpture \ Sri N. S. Krsnamurti the author has made consi¬ 
derable research and study of the books on Indian Dance. This 
publication is a significant addition to the books on Indian art 
and useful not only to the artists and dancers but also to research 
scholars and art lovers as well. 

The Andhra Pradesh Lalii Kala Akademi expresses its grate¬ 
ful thanks to Andhra Pradesh Sangeeta Nataka Akademi for 
their help in bringing out this publication as a joint venture. 
We acknowledge the courtesy of the Archaeological Survey of 
India and the Department of Archaeology and Museums, Andhra 
Pradesh for the supply of photographs of Sculptures reproduced 
in this publication. 


N. NAEOTHAM EEDDY 
President 

A. P. Lalit Kala Akademi 

Dated: 18-8-1975 
HYDERABAD. 




FOREWORD: 


res ipsa loquitur 

The twin Institutions of Lalit Kola Akaclemi and Sangeeta 
Nataka Akademi of Andhra Pradesh have patronised the 
publication of this book, dealing with the twin arts of Dance 
and Sculpture. I remain grateful to, them. One is motivated 
by the theory of the other, Dance besides everything else, 
is a system of attitudes, a Language of Gestures communicating 
ideas, feelings, emotions and sentiments, having for its aim 
the production of rasa in the elite audience. This theory 
served as a chief motive force for the sculptor to carve out 
icons and figures in various graceful attitudes. They are given 
a poetic grace and aesthetic form. Every lithic figure is carved 
out into an aesthetic finish and the theory behind it is the 
system adumbrated in the Naiya Sastra. Though the figure 
is still, the connoisseur finds dynamic movement in the composite 
form of attitudes. For example Fig: A5 is typical of an 
attitude which is akin to a dance gestural mould. The approach¬ 
ing monkey is warded off. The lady gracefully lifts her right 
hand to arrest the approach of the little ape. This is not a 
realistic figuration but a poetic expression translated into 
graceful movement of the limbs. This pose is named as * Jyassi 
Pose ’ after the great Terpsichorean writer , Jyassenani, the 
Commander of the elephant hordes Of Kakati Ganapati Deva 
11250 A. I).). 

Any pose of any sculpture, any attitude of dance of any 
tradition can be explained by the theories of Gestures of Indian 
Tradition. This book is an outcome of the author’s study of the 
several books on Indian Dance under the able guidance of his 
mentor late Sri Ongole Venkatarangiaya. 

Drs. N. Ramesan and R. Subrahmanyam have encouraged 
me in inditing this book and I remain grateful to them. 
Dr. Subrahmanyam was kind enough to secure for me the 
pictures which serve as good illustrations in this volume. 

My grateful thanks are due to the office bearers of the twin 
Akademies and chiefly to Sri N. Narotham Reddy garu, who 
evinced continued interest in the publication of this work. 

The shortcomings of this book may be many, but the author 
remains grateful to the discerning critics who will offer cons¬ 
tructive criticism on. this work. It is the earnest request of the 
author to the readers, to be indulgent and know what is presented 
in the pages of this work. 

August, 1975 N. S. Krsnamurti 
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CHAPTER I 


CAVALCADE OF EXPOSITIONS ON NATYA 


Andhra Pradesh Lalita Kala Akademi and Andhra Pradesh 
Sangeeta Nataka Akademi have designed to publish this Book, 
wherein are harmonised, the basic Text of NATYA and the motif 
that enthused the sculptors to carve out figures and figurines 
in varying attitudes with poetic zeal. The author remains grateful 
to these august institutions. 

The genius of India (Bharat) is manifest in an exalted manner 
in its Dance repertoire. Curt Sachs in his £ World History of Dance ’ 
says that dance as an Artform is a work of art conscious of and in¬ 
tended for observation. 3 (p. 218). Anthropologists have noticed 
and indited in their classic works on the subject, that birds and apes 
do perform dance-like movements, in a regulated manner attuned to 
rhythm. Their instincts are surcharged with an exhilarated toning 
up of feelings. This motor activity of the movements descended to 
the early homo sapiens. Later vtoo, in the primitive societies, these 
gestural activities were continued to exuberance in social rituals. 
The birth of a child, the attaining of age by a girl, marriage, social 
festivity and the funerary ceremonies needed this terpsichorean parad¬ 
ing of activity. These developments are mere outbursts of ecstatic 
feelings, but they do not seem to infold the trends of the evolution of 
the conscious Art of Dance. 

India, several millenia before the present day, developed the 
ARTFORM in the sphere of dance, the several dances catalogued 
and described by the Anthropologists have been explicitly and im¬ 
plicitly grouped as NRTTA. The conscious dance is NRTYA and 
coeval with it evolved the drama, NATYA. 

All the three are also compendiously known as NATYA. The 
extant and revered work of the earliest times is Bharata Natya Sastra, 
a codex compiled in a comprehensive and synthetic manner on a 
panoramic magnitude. 
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Bharata Natya Sastra is an ancient text. Scores of books were 
written thereafter. In 4 NATYA 5 (Journal of Theatre Arts) Vol. V. 
No.3. Autum 1961,page63; we find: 

44 The original text of the Natya Sastra ascribed to Adi Bharata 
and said to have contained 12,000 verses, is no longer 
available. The existing text contains 6,000 verses, and 
seems to be a reduction or a digest of the original. Even 
this digest became extremely rare during the Muslim 
period. 

Ibrahim of Jaunpur defeated the ruler of KADA near Allaha¬ 
bad and installed on the throne the vanquished ruler’s son. 
This son, who embraced Islam and assumed the title of 
Bahadur Malik, was greatly interested in music and dance. 
He called a conference of musicologists to settle the contro¬ 
versial points relating to raga, tala, etc. A search for 
Bharata’s Natya Sastra was made, and a copy discovered 
in the South. This was the position in the 14th Century 
A.D. 

The text was published for the first time by the Nirnaya- 
sagara Press, Bombay, in 1894, but it was not wholly in¬ 
telligible. A search for the well known commentary on 
the book, Abhinavabharati, was made and a copy found 
in Malabar in the Malayalam script. The text obtained 
in Malabar contains commentary only up to the 31st 
chapter of the Natya Sastra. 

The commentary on the 7th and 8th Chapters is also missing. 
Whether Abhinava Gupta wrote on these Chapters at all 
is not clear.” 

Then came the Chowkamba Edition. Gaekwad of Baroda Oriental 
Samskrit Series, have now completely published the whole of the 
&astra with the available commentary of Abhinava Gupta in four 
tomes. Dr. Manmohan Gosh, who first translated the Bharata Natya 
Sastra into English (Ch. 1 to 27) has in recent times completed the 
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remaining chapters (28 to 36). While doing this he has also edited 
the Samskrit text of these later chapters. 

The science as treated in Bharata Natya Sastra did not stagnate. 
It grew and the several works that appeared during the three mille- 
niums, go to stress the vital ingredients of the Art. It is alive to-day. 

The Natya Science in its applied form requires a iSahrdaya, the 
elite. The aesthetic appeal which is universal in its content, trans¬ 
mutes the empathetic responses to the ultimate joy, which is likened 
to Ananda. The caterer is the actor, who is the expert in Music and 
Dance. 

Sahrdaya, the elite intellectual is one who has a receptive mind, 
like that of the clear mirror, has digested the essence of poetry and who 
easily identifies himself with the emotion displayed (by the players 
on the stage). 1 

Kusalah is originally a rhapsodist and a raconteur and later known 
as player or actor. He is the expert in playing and directing the 
play of musical instruments. He is so called because, he is an adept 
of high merit and remains unexcelled in the refined communication 
of the artform. 2 

Regarding rasa Sarngadeva in his Sanglta Ratnakara while 
justifying the inclusion of santa into the rasa status, says that the actor 
is only like a conduit pipe, a vessel through the medium of which the 
concepts and ideas of the poet are conveyed by his playing the role, 
to the witnessing audience, who enjoy the rasa—a state of empathetic 


1. From Srngara Prakasa ed. by Dr. V. Raghavan, p. 79 (1965): 

yesa kavyanusilanabhyasavasad visadlbhute manomukure varnnanl- 
yatanmayi bhavanayogyata te hrdayasamvada bhajah sahrdayah. 

(locana. A. p. II). 

2. From Bharata Natya Sastra, Gh. 35. Vs. 106 and 107—-Asiatic Society Edn. 
1956. 

nanatodyavidhane prayogayuktah pravadane kusalah 
kusalavadatavyathitam yasmattasmat kusilavah syat (v. 106) 
yad yat samasrayate silpam va karma va prayogam va 
tattenaivopagataguno vigneyo namatah purusah (v. 107). 
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response and a transcending identity. The aesthetic effect or ex¬ 
perience is the culmination of a successful dramatic or dance—per¬ 
formance—siddhi. The pellucid receptivity of the avid and elite 
spectator is always the condition precedent for a rasaite siddhi— 
a fait accompli. In a fine simile, the purposes of a playwright, player 
and playgoer are clearly stated. Bharatacarya says that the seed 
gives birth and growth to the tree, the tree to flowers and fruit; so too 
the rasas are the roots for all the bhavas. 3 To this pithy and recondite 
text, Abhinava Guptacarya gives an elucidating meaning in his 
commentary Abhinavabharati. The poetic piece is born in the heart 
of the poet, it flowers, as it were in the player and bears fruit in the 
spectator who enjoys the taste. Rasa immanently pervades the elite 
world. 4 This is the canonised theory that is universally applicable 
to all artforms. But in sculpture the player’s role is dormantly merged 
in the poet-sculptor. The artefact is the 4 abhinayadi nata vyapara,’ 
the display by the player. 

ABHINAVA BHARATI 

The versatile genius of Abhinava Guptacarya gave to the natya 
kovidas an exposition with emphasis and clarity on the brevity- 
ridden recondite text of Bharata Natya Sastra. This made-easy-go- 
through appeared a millennium after that basic text on the Indian 
Theatrics. Thus the thesis of Abhinava is a helpful handout to all 
interested in the Terpsichorean Science. Moreover it marks the his¬ 
torical development of the Science. 

SARNGADEVA’S 4 SANGITARATNAKARA’ 

Sarangadeva, son of Sodhala, was a great scholar of esteem next 
to Abhinava Gupta. His thesis Sangita Ratnakara is a guidance for 


3. Bharata Natya gastra, Ch. VI, V. 42. BarodaEdn. 

yatha bij adbhavedvrkso vrksatpuspam phalam yatha tatha 
mulam rasah sarve tebhyobhava vyavasthitah. 

4. From Abhinavabharati of Abhinava Gupta. 

tato vrksasthaniyam kavyam/tatra puspadi staniyam 
abhinayadi nata vyaparah / tatra phalastaniyah 
samajika rasasvadah / tena rasamayameva visvam. 
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the moderners in the Siamese twin-spheres of Sanglta and Natya. 
The great scholar’s modesty is ideal: 

“ O sudhih, it is hardly necessary to request you to accept 
the virtues in my work; (because as you are the elite); 
even an atom of good in others is like a mountain to your 
fair selves.” 1673. 6 

“ In the universe of the three worlds, there is nothing that is 
beyond your grasp, (even a little merit is adequate to 
please you). So out of your benign grace towards me, 
pay heed to my (humble) work.” 1675. 

“ I followed scrupulously the high paths of the great and 
revered Munis and as such your affection be bestowed 
on me, a follower of the good path.” 1676. 

“ My purpose is to worship the elite; no other scholarship 
tempts me. Have not the sub-human monkey hordes 
pleased Srirama by offering their humble services.?” 
1677. 


5. 


Sanglta Ratnakara. The Adyar Library Edn., Vol. IV. Ch. 7 . 
granthe madiye yadi kascidasti gunastatastasya parigarhaya / 
nabhyarthaye vah sudhiyah paresam guno nurapyadrisamo bhavatsu / / 


1673 


yusmatksodakasamam vastu kimatrasti jagatraye / 

kim tu matprematah santah puraskuruta me kritam / / 1675 

yadva puranam panthanam munlnamahamanvag'am / 
snihyanti ca nisargena santah sanmargagamini / 1676 

ariradhayisohusadhun kim pragnya vibhavena me / 
ramamanandayanti sma tiryanco’pi kaplsvarah / 1677 

na vidyadarpato granthapravrttirmama kim tvidam / 
vidvanmanasavasaya gantum patheyamasthitam / 1678 


surisrisarangadevena natyavedambudheridam / 
samastamuddhrtam saram dhiraira trpti sevyatam / 1672 


5 



“ My work is not an outcome of scholarly pride, but is only like 
carrying victuals during travel to live with the minds of 
the elite. 1678.” 

Finally he says: 

££ May the elite taste this essence of the natya vedambudhi 
prepared by the learned Sarngadeva.” 1672. 

The schematic presentation of the text deals firstly with anga 
abhinaya, gestural attitudes of the limbs and sublimbs, including the 
nrtta patterned composite poses of karanas, angaharas and recakas. 
His knowledge of the contemporary times and the regionally extant 
desi nrtta patterns are described under the title of utplutikaranas. 
This addition marks the step of progress the art made in its applied 
form. He modestly submits that he could only describe about thirty 
six, but he was aware of many more. He hesitated to narrate these 
de§i types in full, because of the fear of prolixity in writing. 

Caris, Sthanakas and Mandalas are described and these yield 
grace to the movements and the circuits of jumps. These belong to 
the Classic—marga type of dance. Lasyangas, general movements 
of the dancer, in nrtta are described. The rekha, aligned line, is des¬ 
cribed. This is virtuosity of form, figure, cadence and general grace. 
The mind, the eyes (looks), alignment of the body with its limbs and 
sublimbs attuned in an aesthetic attitude of a harmonious complex is 
the composite and unified description of rekha. 

Then the text ends with the description of the discipline, practice, 
the qualifications of a danseusc and danseur, the dance master, the 
troupe and some of the desi types of ballets known as Gundalini, 
Vidhi, Perani paddhati, Kolhataka, and finally the audience, the 
president and their seats, in the preksagrha, auditorium. The book 
on natya ends with the most vital subject of this dance—rasa and 
bhava. Like the creator’s work of creating the biological frame 
work and then inhaling into it the vital breaths, the description of 
the angabhinaya is infused with the vitality of breaths which consists 
of rasa and bhava, treated in the classic style. 
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NANDI’S ABHINAYA DARPANA 


Most of the MSS —about half a dozen, were discovered, 
all dealing with abhinava, attributed to Nandikesvara, the Divine 
Bull and Vehicle of Lord Siva. The author must be a legend¬ 
ary figure and the theme dealt with is of the hoary past. The place 
it can secure is after the Bharata Natya Sastra. Dr. Manmohan 
Gosh has edited in a scholarly manner ABHINAYA DARPA1N1A 6 — 
(A.D.). The text was critically brought out by him. His raw 
material was about six MSS most of them being in Telugu script and 
only one of them secured from London was in Devanagari. It holds 
to reason to accurately presume that this ancient work was revered 
and held in high esteem in the Telugu Country. The Kuchipu^i 
danseurs, who are the interpreters of this ancient dance in its applied 
form, swear by this work of NANDI. 7 (A.D.) 

The text has been printed by a very erudite scholar Nidaman- 
galam Tiruvenkatachari who traditionally belonged to an ancestral 
family of natya acaryas. Its first edition appeared in 1874 A.D. 
Its second edition published by its redactor in 1887, attracted the 
scholarly attention of Dr. A. K. Coomaraswamy and Duggirala 
Gopalakrishnaiah. Their English Translation titled MIRROR OF 
GESTURE (M.G.) was published by the Harvard University in 
1917. This MIRROR OF GESTURE has inspired several danseuses 
and danseurs of the west. Gordon Craig, the great regisseur avidly 
looked for such a work in English forgetting initiated into the ancient 
lore of the Aryan System of Dance. His letter to late lamented 
Dr. A. K. Coomaraswamy contains: 

“ If there are any books of technical instruction tell them 
to me I pray you... .You know how I reverence and love 

6. Dr. M. Gosh has critically edited the samskrt text with an English Transla¬ 
tion. 


7. (i) There are three publications in Telugu script, first, second and third 
editions, with latparya in Telugu. 

(ii) There is another English Translation by Dr. A. K. Coomarswamy 
and Duggirala Gopalakrishniah. 
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with all my best the miracles of your land (India), but I 
dread for my men (English or Westerner) lest they go 
blind suddenly attempting to see God’s face, you know well 
what I mean, I think. So I want to cautiously open this 
precious and dangerous (only to us queer folk) book of 
technical instruction. ...” 

This English Translation has missed a tiny point, due to the equivocal 
annotation of a word—SUMATI. It may ostensibly mean, a wise 
man. In the English translation it is taken in this sense as an attri¬ 
bute to Lord Indra. At the commencement of the work (MIRROR 
OF GESTURE) Indra went to Nandi to pray for instruction in natya. 
Nandi consented to re-narrate his BHARATARNAVA, a great work 
of four thousand verses to Indra, the suppliant. But the Lord of the 
celestials prayed for a concise form of instruction. Thereupon Nandi 
gave it in the form of the MIRROR OF GESTURE. The original 
contains these slokas in Telugu script. 

Indra said: 

(O Nandikesvara) Under your grace a theatre was built, 
the actor, thy servant, belonging to that theatre has now 
come to you as a suppliant. 8 

In the English translation * tvadiya nartaka ’ was understood to 
apply to Indra himself, who went to Nandi as a humble suppliant. 
(In such contexts third person singular is used out of modesty and 
humility). Even in the Telugu Edition which contains the above 
Sloka, tatparya avers similarly. Indra prayed for initiation into the 
study of Bharatarnava expounded by Nandi. To this Nandi replied. 

“ I shall impart to you the work of four thousand verses called 
bharatarnava, please listen with attention.” 9 


8. tvadiya krpaya ptirvam natya salamalamkirtam / 

tvadiya nartakah soyam tvat krpamabhivanchati / / (A.D. Telugu V. 4) 

9. catussahasra sankhyat granthaisca paripuritam / 

bharatarnava sastrantu sumate srunu sadaram / / (A.D. Telugu V. 7) 

vadami sumate deva samksipya bharatarnavam / 

darpanakhyamidam suksmarhavadharaya sadaram / (A. D. Telugu V. 9) 
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This has been translated into English in MIRROR OF GES¬ 
TURE thus: 

c£ Hear then with attention the Bharatarnava lore complete 
in four thousand ” 

The word sumati has been taken to mean an address in the nomina¬ 
tive case to Indra. To this Indra asked for instruction in a concise 
form of Bharatarnava—a work complete in four thousand verses. 

To this Nandi said: (English Translation from Mirror of Ges¬ 
ture) : 

“ I reveal accordingly an abridgement of the Bharatarnava. 
Receive this simple e Mirror 5 attentively.” 

This English Translation meant for the term Sumate, Deva as O wise 
of heart and Deva. 

So Nandi undertook to initiate Sumati into the study of Bharatarnava, 
not into its elaborate details but into its reflected conciseness. Thence¬ 
forth, the work is known as “ Darpana ** Mirror, and later as Abhi- 
naya Darpana, Mirror of Gesture. 

A plausible meaning of the word “ Sumati 55 is suggested. Indra 
in order to rival the performances of Natasekhara of the Daitya 
hordes, took one of his own actors, named Sumati, (also son of Bharata 
Muni, (see Monier Williams Diet.) to secure for him instruction from 
Nandi in this Natya Art. 

Is one Sumati, the name of a separate personality that sought 
to become the acolyte under Nandi, at the instance of the Lord of the 
Celestials ? Yes. 

The scholarly Editor of A.D. has examined a MS entitled Bharat- 
arnava, which was No. 42 of the Appendix Collection (1916-1918) of 
the Government of India which was later deposited with the Bhandar- 
kar Oriental Research Institute, Poona. No doubt this Bh.A. is not 
a complete one with four thousand granthas, but it did contain some 
slokas found in the Mirror of Gesture and its original. 
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That Sumati is a separate person is strengthened when the publi¬ 
cation of the Tanjavuru Library appeared, entitled Bharatarnava 
attributed to Nandi, is examined. (See Bharatarnava of Nandi- 
kesvara 1957 sponsored by Sangeet Natak Akademi, Delhi). See 
Bh.A. Int. P. vi. 

The discourse in Bharatarnava is the teaching of Nandikesvara 
to Sumati, the ardent student. The work bears a sub-title Sumati 
Bodhaka, Instruction secured by Sumati. So Abhinaya Darpana is a 
concise form of Bharatarnava; the putative author is Nandikesvara. 

NANDIKESVARA’S bharatarnava 

This is a very important compilation and the text has been well 
edited with English notes and tatparya in Tamil by the Sarasvati 
Mahal Library, Tanjavuru in 1957. The presentation of the subject 
matter is in the ‘ Puranic’ style of Question by the pupil and Answer 
by the mentor. Here the disciple is Sumati. While delineating the 
subject, Nandi quotes several previous authors and works. This 
gives the reader an impression that the science has a tradition, develop; 
ment and sanctity. The exposition is in simple Samskrit and the topics 
seem to be a compilation. The previous authors mentioned in Bhara¬ 
tarnava are Yagnavalkya, Brhaspati, Parvati and Guhcsa. It is also 
evident that Sumati had previous training under his Lord Indra and 
that he came to Nandi for advanced studies in this science of Natya. 
It is not only the reference to the authors but there arc references to 
several works of those Acaryas. Yagnavalkya wrote Bharatar¬ 
nava Laksana, Parvati, Bharatacandrika, Guhesa Bharata Laksana 
and Brhaspati’s additional descriptions of handposcs arc given. Even 
the published Bharatarnava does not contain four thousand verses as 
vouchsafed by Nandikesvara. But the division of the topics contained 
in the present available publication is a superior guide to choreo¬ 
graphers and dancers. Chapters I to VI, and VI and X deal with 
single handposes, double handposes, Nrtta hastas, Brhaspati’s addi¬ 
tional uses for some of the handposes, the harmonious blending of the 
handposcs with the standing attitudes, and finally in the tenth chapter 
multi and variegated uses for the handposes are given. In the fourth 
chapter after dealing with the additional uses of Hastas according to 
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Brhaspati, actions of head, eyes, looks and feet are enumerated. Ch. V 
entirely deals with the standing poses. Ch. VII gives a list of 112 
Talas though the title mentions about 108 only. Angaharas, not 
mentioned in Bharata Natya Sastra are given. These descriptions 
seem to be registered as per the regional patterns. Only twenty four 
are mentioned. Ch. XI and XII deal with a topic srnga nrtya and 
its secret and vital implications. Ch. VIII deals with the two types 
of Caris, on the ground and above the ground. Similarly Ch. XIII 
deals with lasya, wherein some desi types are mentioned. Ch. XIV 
describes in detail the stampings during dance movements which 
always align with the musical beats of time markings. These are 
known as adavus. They are known as carana and its guide is also 
known by that name and the great Jaya Deva styled himself as carana- 
carana-cakravarti. In this chapter are described the regional varie¬ 
ties of desi-ballets, like Peruni, Prenkhani, Kundali, Dandika and 
Kalasa. The living patterns as presented in the applied form are 
indited to give the ART a perpetuity. The last chapter and the 
appendix contain several practically useful descriptions, like Puspan- 
jali, attitudes to represent the pantheon of Gods and Godesses and 
special uses for Mudras. In Ch. X under section 20, descriptions 
are given to represent in gestural poses, parts of speech like Active and 
Passive voices, prepositions, certain verbal roots, numbers, the verb 
Kr and other grammatical forms. This is very useful for choreo¬ 
graphy, when abhinaya is to be notated for the communication of a 
given song in gestures. Bharatarnava is a very important work for 
the dance practioners. 

CHOREOGRAPHY 

No dance performance can be ventured without previously desig¬ 
ning in detail the whole scheme of gestural representation. It is a com¬ 
position of the song and dance attitudes attuned to time beats and 
music. All this theoretical and theatrical designing is—choreo¬ 
graphy. It also includes scenic background and costuming. Even 
the arrangement of the stage properties is not left out. This is Abhi- 
naya-lekhana. The scenario, costuming and lighting are com¬ 
plementary features. Indian regiesseurs, who are experts in all bran¬ 
ches of stagecraft are the acaryas that train the dancers and guide 
them at every step and also guide every step of the performance. 
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The famous regisseur was JAYA DEVA, the great poet that 
gave to the world the grand musical epic poem Gitagovinda. He 
styled himself as Padmavati-carana-carana-cakravarti. He remained 
the king of kings, who directed the dancing feet of the danseuse Padma- 
vati. Mystical and devotional connotation is also given to this choral 
line of the songs which are eight lined compositions, Astapadis. Sri 
Padmavati is the Mother Goddess and the worship to HER was offered 
by the songs of Jaya Deva and the dance attitudes of Padmavati, his 
fiance. An illustration of the choreography is excerpted from the 
book published by the Sarasvati Mahal Library, Tanjavuru (1st 
Edn. 1950 and 2nd Edn. 1963). Unfortunately this remains an 
anonymous work dealing with only sixteen of the songs in full, the 
seventeenth ending abruptly. Herein one finds how Abhinaya 
annotation (Abhinaya-lekhana) was being done for equipping the 
dancer. This is a song in praise of Visnu (Lord Krsna) who appeared 
in several previous cycles in theophanic advents. The first of such 
‘ advent 5 known as { Avatara 5 is of the Mighty Fish. 

The chorus lines of the song are: 

Pralaya payodhi jaledhrtavnasi vedam vihita vahitra caritra- 
makhedam / 

Kesava dhrta mina sarira jaya jagadisa hare / / 

Edwin Arnold put it thuswise in English Verse. (Taken from 
Jaico Publications): 

“ O thou had’st the blessed VEDA dry 
When all things else beneath the floods were hurled; 

Strong FISH GOD, ARK OF MEN ! Jai Hare 
Hail Keshav, hail thou Master of all the World.” 

In dance progression, the text of the song is entuned to a melody 
(raga) well attuned to the beats of time. The dancer may sing, but 
generally the text is vocally rendered by musicians. The dancer 
begins to convey the purport of the words of the text in their written 
sequence by gestures. In the Tanjavuru Text of Gitagovinda 
(with Abhinaya) the following gestures are indicated: 
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Praiaya 
(In) deluge 

payodhijale 

(of) ocean waters .. 

dhrtavanasi 
thou carried 

vedam 

The Wisdom Con¬ 
tainers 

vihita 

(in the) act of lifting 
vahitra 

you lifted and carried 
caritam 

in a classic manner 

akhedam 

lightly 

Kesava 

thou, a combined 
manifestation of the 
Creator (Brahma), 
and the Destroyer 
(Siva) 

dhrta 

steady 

m!na garjra 

in the manifestation 

of a Fish 


One hand in Pataka is clapped over another 
pataka and raised overhead onwards to the 
sky. 

The hands are crossed (svastika) and lowered 
down while shaking them and then lifted 
up in pataka. 

The hand in fist (Musti) is lowered and then 
moved upward to show lifting up. 

The hands are stretched to the front. 


Slowly the hands in Pataka are lowered down 
and moved upwards. 

The hands are slightly shaken keeping the 
palm in bud-blossoming fashion—puspa- 
puta. 

The hand in Pataka is raised above fullv 
stretched out. 

The hand in Pataka is placed at the chest 
and shown again in bud fashion-mukula. 

Pass the hands over the head. 


The hands in fist position (Musti) are waved 
round. 

Hold the palms in the fashion of an alligator 
(Makara). 
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jaya 

victory 


The hands raised over the head. 


jagadisa .. The hands in Anjali pose are placed at the 

Lord of the Worlds forehead. 

hare .. Move in the gait of vaisnava Sthanaka place- 

O Hari ment. 

Here when God’s name is uttered, utmost reverence is conveyed 
by raising both the hands in humility and devotion and stationing 
them at the forehead. The attitude for this word ‘jagadisa ’ in this 
context is only to convey worshipful obeisance, but not to communi¬ 
cate the etymological meaning, Lord of the manifest world. 

Thus for all the sixteen songs of Jaya Deva * abhinaya ’ notes arc 
recorded. The book seems to be the choreographic notes of a natya 
acarya. 

A DANCE CONCERT 

The following excerpt in verse is from a classic in balladry of the 
Telugus. The ballad, a folklore song is titled “ palnadu vira carita ” 
(Chronicle of the heroes of Palnad). 

An internecine war took place in the early decades of the 13th 
Century just on the southern banks of river Krsna in the Andhra 
Country. The heroes, the memories of them, and their martial 
qualities live in the hearts of the posterity. The subject of that war 
was the motif for the composition of a ballad poem. The poem was 
written by the great poet SRlNATHA and two others. 

In this narration is sandwiched a description of a Dance Concert 10 
in seventy two lines. The following features are gathered, which 
mostly accord with the text published in this book. 


1Q. The Text in Roman Script. 

vintaga gayakul vlnela buni (i) 

tantrulu bigiinci taga sruti cesi, 
sariga melana maina sapta svaramulu, 
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arohanavarohana bhedamulanU, 
bahu raga samsphurti pattuga cesi 
sancari samasthayi sarasa bhavamula 
mrdutara sabdhartha milita mainatti 
ghanataralamkara gati paramparalu 
murchanal modalaina mukhya dharmamulu 
jantragatrambula janta kavinci 
endina mrakulu igirincinatlu 
padiri tama tama praudhi mlraga 
celagi nataka janul ceri joharu 
gavinci nilacina kama bhuvibhudu 
nawucu selavicce natyambu ceya 
vara mrdangamulessa vayincu meti 
kudibhagamanduna kuduruga nilace 
tala managyundu taga nedama disanu 
nilace nutsahambu nemmadi ninda 
mukha vina vayincu mukhyu dokandu 
raga jalamu badu ramanu liddarunu 
nindu veduka tod a nilaciri venuka 
kanjalocana yanu ghanamaina patra 
madanu pattapu danti manjula vani 
bharatasastrocita pranamul padiyu 
galigina yakkanta kantu banambu 
vale vacci sabhavaru varninci cuda 
nilaci natyamunaku nerpari yaina 
vetra paniki taga vinayambu cupi 
atadosangina gajjalati bhaktrtoda 
padamula gattuka panca vanniyala 
kase gattiga gatti kadujavambamara 
maddela talambu madhya nilucundi 
ora cupula prabhu noyyana cuci 
sama pada yutamaina sthanaka sthitini 
akhila devatalaku alarula toda 
puspanjali yosangi puni natyambu 
avenuka samakatti nativalu padu 
sangita nadambu sabha yella kramma 
kaimudi katnamul kanupimpa cesi 
velayanga tommidi vidhamulainatti 
bhu cari natyambu ponduga salpi 
padaharu vidhamula paragina yatti 
akasa cariyu namaranga nadi 
angaharakhya ce namaru natyambu 
viditamau tommidi vidhamula nadi 



The orchestral prelude 

lines 

1 to 12 

The entry of the Players 

line 

13 

The King presided 

lines 

14, 15 

The time-beat keepers 

lines 

16 to 22 

The entry of the danseuse Kanja- 



locana 

lines 

23 to 40 

Gesture actions: 



Angabhinaya, Nrtta, Angahara, 



gait and Bhramara 

lines 

41 to 50 

Regional varieties of ballet, nrtya, 



natikas, pravrtta 

lines 

51, 52 

Tandava 

lines 

53, 54 


gati cari bhedamul ganupadu naflu 
bhramana samyuta dipti pa?ima miranga 
pani bhedambulu pada bhedamulu nu 
sthanaka sancaya samyoga mamara 
perani, desini, prenkhana suddha 
dandika kundali tagu bahu cari 
sapta tandavamulu saravi prakatimpa 
sabhavaralascharya samyuktulairi 
taruvata rxiru mela tagu celulamara 
saxnyukta samyuta samyuta hasta 
nanartha karamulu natya hastamulu 
siramunu, cupulu, cekkillu bomalu 
dantos^a kanthamul taga cubukambu 
mukhamunu vaksambu modaluga nenna 
angambu laru upangambu laru 
pratyangasamudayambarunu kfuda 
enimidi padiyagu nesaga namgambu 
lamaranganabhinayambascaryamuganu 
macerla cennuni mahimambu telupu 
andhra samskrtabhasalamaru gltamula 
bhavambu lessaga prakatana ceya 
cuci rambhadulu codyambu nondi 
sirasulu vanciyu siggunu cendi- 
rappudu bhumisudadaram boppa 
vastra bhusanamulu varala kicci 
bhattunu rammani pampince nanta. 
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9. Handposes, Hasta-abhinaya 

10. Other actions: Head etc. 

11. Vacika abhinaya: 

singing of paeans to the Deity 
Cennakesava 

12. The accomplishment: 

Siddhi attained; poetically it is 
described that even the celestials 
felt humiliated 

13. The King is pleased 

14. The Awards 


lines 55 to 57 

lines 58 to 63 

lines 64 to 67 


lines 67 to 69 

line 70 

lines 71 and 72 


The text is in Telugu which is translated into English and the 
text is given in Roman and Telugu Scripts in the Footnote and the 
appendix respectively: 


“ Harp-players held the vinas 
The strings were tuned up for the concert singing, 

They were pitched for the staff notations. 

Ready for the crescendo and decrescendo, 

For playing the several melodies and tunes, 

Soft orchestral sounds were harmonised, 

To exhibit feelings and emotions. 

Tuned were all the instruments, to follow up the singer’s 
voice, 

Which could even blossom the branches, drought-ridden. 
Musicians sang surpassingly in manner expert, 

The Players entered making obeisance, 

To the king, Lord Kama, 

Who waved smilingly to commence the show, 

The drummer, expert he was, 

Took his place to the right of the stage, 

To the left moved the player keeping time-beats. 

Then stood there, pleasingly, the player of Mukha-vina. 

Two accompanying songstresses stood there at the rear; 

And this was, thus a wholesome sight. 


83—2 
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Kanjalocana, the prima donna entered as the Queen of 
Cupid, majestically, 

She had a sweet voice, expert in Bharata’s Science, 

(She) Pierced herself on to the stage like an arrow shot, 

And stood before the eager audience, 

She approached the Master, who had a cane in hand—mark 
of authority. 

Took the anklet-bells from him. 

She wore them tight and comfortably at the ankles, 

Dressed she was in colourful costume, in her blossomy youth. 
Timing tuned to the beat of the drum, 

She shyly glanced at the Lord presiding—sabhapati. 

She stood in Sama pada sthanaka (firm foot placement), 
She prayed to the Gods and with flowers offered obeisance. 
Then the chorus girls sang from behind. 

The auditorium was filled with Music agalore. 

The troupe offered obeisance to the elite and the august 
audience, 

Then commenced the Movements nine of the Bhil-cari 
(ground moves). 

Then followed the sixteen Akasa caris (moves above ground), 
In succession, the dance sequences, angaharas were played 
covering several gaits in a variety. 

Bhramara rounds were pirouettdd brightly, 

Attitudes in cadences of hands and feet flowed out. 

Dance varieties of perani, deifi, prenkhana, Suddha dandaka 
and kundalini were played, 

The seven species of vigorous Tandava were exhibited to the 
amazement and surprise of the onlookers of the assembly. 
Two danseuses were stationed on either side; 

She posed the patterned single and double hands, communi¬ 
cating a variety of meanings, combined with the actions of 
the head, glances, cheeks, eyebrows, teeth, neck, chin, face 
and the chest. 

Six actions of the limbs, six of the sub-limbs and other sub¬ 
sidiary limbs were cogently practised to heighten the 
excellence of the* dance play. 
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All this in praise of the presiding Deity Cennakesava of Ma- . 
cerla. 

The paeans extolling the Graces of the Lord, 

Composed in Telugu and Samskrt, were sung and danced to 
rouse envy in the hearts of the Celestial Danseuses, Rambha 
and others, 

Who felt humiliated and hung down their heads in shame. 

The Lord and King felt over-joyed. 

The personnel of the troupe were awarded presents, good 
clothing and precious ornaments. 

(The king passed on to other engagements of the day). 

Srinatha, the great poet in his scholarly work kasikhandha descri¬ 
bed the talented performance of hetaera Karpilratila-ka. The dance 
forms that were in vogue in his time were mentioned, (p. 373). 
Further at p. 229, he described the Cosmic Dance Concert of Lord 
Siva. 

In Telugu, several poets, rather Men of Letters were scholars in 
different branches of study. During the periods of Royal Patronage 
extended by Naik Kings of Tanjavuru, —encouragement was given 
to writing in Telugu on the Science of Dance. Besides separate 
books on dance, several samskrt books on that subject were rewritten 
with commentaries and copious notes in Telugu. Palkuriki Somana- 
tha, the great saivaite devotee and writer has included in his lofty 
work PANDITARADHYACARITRA, a description of the prevail¬ 
ing dance patterns, probably that were in vogue during .his time. 
The knowledge about dance seems to be in the repertoire of the great 
literary learning of the writers. 


BHARATASARAM 

In 1955 Sri Lanka Suryanarayana Pastry has published from 
Tenali (Guntur District) a book entitled Bharata Saramu,; attributed 
to one Candrasekhara. - The whole text is in Telugu'script dnd Sri 
Sastry has given his own tatparya in Telugu. He says in his preface 
that the first chapter entitled ‘ purva-ranga-prakarana 5 and the last 
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called, ‘sthanakalaksana’ were missing and that he was behested byhi s 
natyacarya Siddabattuni Vlraraghavaiah to complete those missing 
chapters, by compiling texts from other extant works. Curiously 
Sri Pastry has not given any information regarding the putative author^ 
Candrasekhara. No colophon of any chapter of the original Samskrt 
Text is given. Further the original chapters on Hasta, handposes, 
contain the usual descriptions and uses. Further a reference is made 
to a Telugu work named Bharatasarasangrahamu by Cillakuri 
Divakara Kavi. Sri Pastry presumed that this Telugu work is a trans¬ 
lation of Chandrasekhara’s work. Divakara Kavi’s book was 
published in 1956 by Government Oriental MSS Library, Madras. 
This Divakara frankly mentions about his sources which he numbers 
as sixteen but gives a list of ten only viz., Kohala, Nandikesvara 
Vayunandana, Narada, Phalguna, Sukra, Yajnyavalkya, Guru, Bha- 
rata Acarya and the work Sanglta-Ratnakara. Candrasekhara’s 
Bharatasaram is not mentioned in this printed book of Divakara Kavi. 
In Bharatasara Sangrahamu, Divakara Kavi gives succinctly several 
definitions and descriptions in simple Telugu verses. From these 
one can guess the profound knowledge he had of several previous 
works. He gives a list of the de£i patterns of dance plays. The need 
for a work on this science in Telugu, must have been catered to, 
to satisfy a demand of the artistes of the 16th and 17th centuries. 
This book is dedicated to Lord Visnu. 

Abhinaya Darpanamu by Matrubhutesvara is another work in 
Telugu dealing with natya. It was published in 1951 by the Govern¬ 
ment Oriental MSS Library, Madras. He was the disciple of one 
Yajnyavalkya. Evidently some natya work was fathered on a Yajnya- 
valkya and. the same has been referred to in Nandikcsvara’s Bharatar- 
nava and Divakara’s Bharatasarasamgraha. This work is not a 
translation of Nandi’s famous work of the same name. But many 
of the Telugu verses contained herein bear close resemblance to the 
descriptive slokas of Bharatarnava. Besides the classification of 
handposes into single, double and nrtta hastas, some specific palm- 
poses are prescribed to denote certain concepts. Even these are 
called generally hastas. For clear understanding these can be called 
Specific Handposes. A need for a treatise on this subject must have 
necessitated the compilation of a work on natya in Telugu. 
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In the Tanjavuru, Sarasvati Mahal Library MS. No. 11537 
relates to a work in Telugu with the title of Abhinaya darpana. The 
author is Darbha Kavigiri who bore the title VICITRA RAYA VA- 
TAMSA. Khandoji, a scion of the Maharastra kings of Tanjavuru 
encouraged his court poet Vicitrarayavatamsa, to write a treatise on 
natya, entitled Abhinayadarpana. The poet undertook it. The 
book is still in MS stage. It was written in Telugu. This poet was 
the younger brother of Giriraja Kavi, the maternal grandfather of 
the Great saint musician Sadguru Sri Tyagaraja Swami. His treat¬ 
ment of the subject is unique and innovative. 

This MS of Abhinayadarpana in Telugu was composed at the royal 
behest of Khandoji and was also dedicated to him. It begins rather 
romantically; the first verse, a paean in honour of Lord Visnu, pray¬ 
ing for the well-being of the patron of the work Khandoji. 

The third verse contains an idea taken from Bhanu Misra’s 
Rasamanjari. In accordance with the royal request Kavigiri went 
ahead with the work. The work is divided into three Bimbas. The 
last one is not colophoned. The first begins with the description of 
the joy of the Ancient Original Spouses, Siva and Parvati, at seeing 

the landscape; they being stationed over the ravines of the Kailasa 
Mountain Ranges. The simple question of UMA is, what is the most 
vital ingredient of natya. The Lord’s answer is that it is abhinaya 
that'—vitalises and pervades the whole sphere of natya. Then rolls 
on the narration of the topics of handposes. The first Bimba ends 
with the narration of the single palmposes. 

The second Bimba contains the double handposes and the defini¬ 
tions of both the patterns. The third Bimba begins with a list of 
topics which have to be represented through the medium of handposes. 
The list begins with the names of Gods and Goddesses. One hundred 
and twenty topics have been enumerated. Later the handpose for 
each of the concepts is prescribed. This can be said to be an innova¬ 
tive feature, seldom adverted to by writers on natya. A similar 
pattern of presentation of the topics is adverted to by Raya Raghava 
in his Hastaratnavali, a single MS available in the Bodleian Library. 11 

11. Wilson Collection No. 234. 
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Such a treatment is an aid to the practitioners of this applied Science. 
Regisseurs of dance concerts may find such a presentation useful for 
Choreography. The Library authorities of Tanjavuru Sarasvati 
Mahal are likely to publish the Telugu work of Kavi Giri in' the 
near future. 

Catura Damodara, son of Laksmidhara (probably the commen¬ 
tator of JayaDeva’s Gita Govinda) and the Court Poet of Tirumala- 
raya (1570-1573) of the post Tallikota Vijayanagara Dynasty, was 
related to Kallinatha, a commentator of Sarngadeva’s work. Damo¬ 
dara (1605-1627) was a native of Cherukur, Guntur District. He 
rose up to eminence as an all-round scholar. His confidence in his 
intellectual acquisition stirred him on to visit the court of the Moghul 
Emperor Jehangir. The Moghul Emperor bestowed on this Andhra 
Scholar the title of Catura. Damodara and his father were scholars 
in the study of natya Science. Both were authors of works on natya. 
The son Damodara wrote Sangltadarpana and the same was pub¬ 
lished by the Sarasvati Mahal Library authorities in 1952. Before 
this publication, an English Translation of this text was pubished in 
Paris (1930) with notes and introduction. The translation was made 
by Arnold A Baker. This seems to be a rare book now. The pub¬ 
lishers of the Text in 1952 did not make mention of the previously 
published English Translation. 

Sangltadarpana earmarks the last chapter for natya. In the 
preliminary verses, he gives a list of various desi types of dances. 
This treatment conveys to the reader the knowledge, the writer had, 
of these regional patterns of dances, that were in vogue during his times. 
Moreover he draws many features from Sarhgadeva’s monumental 
work. (S.‘R.). 

Verse 38 is a praise of the Goddess Bhavani. 

O, the sacred spouse of Lord Siva, Bhavani, thou art pleased 
with the Science of Music and Dance, may you bestow on us GRACE. 12 

12. Sangltadarpana, Ch. VII, V. 38, page 187. 

“ bhavatam bhutaye bhuyadbhavani bhava vallabha / 
angikrta susamgita bhangi mudita manasa / / ” 
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How a dancer should represent the text of this verse, which is 
being sung, in presentable forms of limb attitudes is described in a 
prescriptive manner. The text and the attitude prescription is given 
hereuader: 


bhavatam 

bhutaye 

bhuyat 

bhavani 


hold the handpose of Pataka in front, 

handpose of Alapallava is placed above the 
head, 

lift up the handpose in Pataka and lower it 
with palm downwards, 

place the double handpose in Anjali over the 
head. 


bhava 


the handpose of Suci is placed at the head, 


vallabha 

angikrta 

su samgata .. 

bhangi 

mudita 

manasa 


the handpose of Caturais placed near the re¬ 
gion of the heart. 

hold.the double handpose in Kapota and place 
it near the face, 

the handpose of Hamsasya is raised towards 
the face, 

the handpose of Tripataka is moved in front, 
shaking all the while, 

handpose of Alapallava, 

the handpose of Samdamsa is placed near the 
region of the heart and Vyavrtta and Pari- 
vrtta are performed, i.e., closing in and 
opening out. 


Thus Damodara who is aware of the applied form of this science 
gives choreographic notes in his work. His thesis is a guidance and 
hand-book to the dancers, a preceptorial handout. 
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He lists out the TEN vital features of dance, natya. Javatvam 
(agility), sthirata (stability), Rekha (robustness in contours), Bhramana 
(pirouette in whirls), Drsti (elegant and meaningful looks), (r)asrama 
(fatiguelessness), Priti (sweet exposition), medhavaca (superb exposi¬ 
tion), giti (melodious singing), patra (apposite role),—prana dasa 
smrtah. 

In a sub-chapter entitled “ Sapta Gatis 55 (Atha sapta Gathyah) 
seven gaited movements are described. They are interesting, as 
such movements do yield grace and grandeur. They are: 


(i) bhanavi .. we do not see the sun actually moving, 

but he does rise, pass over the meridian 
and sink into the western horizon even 
though all this is an optical illusion. 
So too the actress moves on the stage, 
but the movement is not perceptible. 
Apparently she stands still, but she 
moves. 


(ii) mynavi 


(iii) gaja Ilia 

(iv) turangani 


(v) hamsi 

(vi) mrgi 


In a limited space of a well, a fish rest¬ 
lessly and ceaselessly swims about. So 
too the dancer on the stage. 

Dignified elephantine gait. 

Majestic moves of the horse. The speed 
is such that overtakes the time taken to 
reply to a question. 

The tripping gait of a swan, (cygninae). 

Affrighted gait of a deer. 


(vii) khanjarita .. mota cillidae; Wagtail genus seiurus. 

a bird with a tender body with a long 
narrow tail which is habitually wagged 
up and down. Gait simulating the 
above movement. In Telugu this bird 
is known as katuka pitta. 
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The above gaits, when made in apposite contexts by dancers do 
impress gaiety, grace, grandeur and gleefulness on the dance movement. 

This book curiously mentions about jakkini, a dance pattern per¬ 
formed by yavanas, accompanied by singing in their language and also 
in parasika. 

Damodara has proved by his descriptions of several varieties of 
regional dance forms, that these can be defined through the Bharata 
Natya Sastra terminology. The Indian classification of Angabhinaya 
coupled with a variety of time-beats attuned to melodies, is so univer¬ 
sal and comprehensively dealt with, that any dance form can be 
categorised to fit into these descriptions. Sangitadarpana of Damo¬ 
dara is a tiny but important work on song and dance containing 
variegated descriptions. His knowledge is profound and his narration 
has a historic value when the evolution of dance and dance forms are 
considered. 

SRI SAMGITA DAMODARA AND SRI HASTA MUKTAVALI: 

The wise have declared nrtya, as those graceful cadences of atti¬ 
tudes of the several limbs which are attuned to time beats and music 
and which are catered to the tasteful needs of a region. 13 

Subhankara, the author of the twin works of Sri Hastamuktavali 
and Sri Samgitamuktavali alias Sri Samgltadamodara gives the above 
definition of Nrtya. Subhankara, belonging to the Lahadi family of 
Bengal, is well versed in the literature of Natya. His earlier work is 
Sri Hastamuktavali, a treatise exclusively dealing with handposes, 
single and double. His definitions are in the main identical with those 
given in the classic texts. The uses of these handposes are copiously 
given showing that the communication of subjects and concepts 
through hand attitudes, has grown from the time of Bharata Natya 
Sastra. His date is wildly fixed up to be between 14th Century A.D. 
to 16th Century A.D. Sri Hastamuktavali has been collected and 
published with illustrations in the Music Academy Journal 1955, 

13. desirucya pratxto yastala manarasasrayah / 

savilaso’nga viksepo nrtya mityucyate budhaiah / / 
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(Madras) with a scholarly introduction by Dr. Maheswar Neog 
of Gauhati University. The same was published in instalments in that 
reputed Journal run under the scholarly and able guidance of Dr. V. 
Raghavan of Madras. 

Sri Samgitadamodara is the other work of Subhankara and it 
deals with samgita cum Natya cum Nataka. Curiously the scholarly 
editors of Sri Samgitadamodara do not refer to the above publication 
of Sri Hastamuktavali. The editors of S.D. are Professors Gourl- 
natha Sastri and Govinda Gopal Mukhopadhyaya of the Samskrt 
College, Calcutta (1960). Their introduction to the work is found 
deficient in so far as it missed a reference to the valuable introduction 
of Dr. Maheswar Neog, regarding Sri Hastamuktavali. Subhankara 
seems to be very punctilious to prefix reverentially e SRI ’ to the titles 
of his works.- His ordinance is found in the early verses of Sri Hasta¬ 
muktavali. 14 

If any one omits by inadvertence to prefix Sri to the name of 
my work, presuming that it will make for prolixity, beware that Sri, 
the Goddess of Wealth will desert him because of the discourtesy shown 
by such deliberate omission. 

Subhankara attached such sanctity to his twin works dealing with 
Samgita and Natya. He had a son Damodara and the second work was 
so appellated to commemorate his son (whom probably Subhankara 
survived). 

Samgitadamodara is compiled into five sta-bakas i.e ., five boquets. 
The later part of the fourth boquet deals with Natya. Subhankara’s 
contribution is a compilation which takes an important place in the 
history of the writings on Natya. 

RAYA RAGHAVA’S HASTARATNAVALI 

Closely following the scheme of Sri Hastamuktavali of Subhan- 
kara, Sri Raya Raghava wrote a work, Hastaratnfivali. The work 


14-. alasyad granthbahulyat sri sabdo yairnalik hyate / 
sri sabdastamstyaje devaraaryadalanghanodya tan / / 
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is in MS form and awaits publication. A photostat copy obtained 
by the author, was found to be in Assamese-Bengali script. The 
text was deciphered with the assistance of a scholar friend Sriman 
N. Satakopan. A copy was made by the author transcribing the 
text into Telugu and Devanagari scripts. The photostat copy 
secured from the Bodleian Library (H. H. Wilson’s Collection) 
was handed over to the Music Academy, Madras through Dr. V. Ragha- 
van for safe preservation, and further work. The author’s enquiries 
reveal that there is only a single MS of this work available at the 
Bodleian Library. The author’s attention was drawn to this MS 
by Prof. Myles Dillon of the Dublin University. After giving the 
definitions of the handposes, Raya Raghava enumerates several 
subjects on the model of Amarakosa. Then he begins to equate the 
several patterned handposes to represent each of the subjects listed 
out by him. But the MS ends abruptly. This innovative treatment 
is helpful to choreographers. In the Telugu work Abhinayadar- 
panamu (MS) by Kavi Giri, a similar scheme of narration useful to 
the dance practitioners is.followed (see ante). 


AUMAPATAM 

Aumapatam, is another samskrt work, ostensibly by one Umapati. 
But a dialectical scrutiny may reveal that the subject matter is covered 
by a dialogue between Uma and Her Lord Siva. It is a Samgita- 
natya work. This work was published by Madras Government 
Oriental Series in 1957. This work ends with two excellent verses 
(i) vaguely suggesting a royal patron of the work and (ii) proclaim¬ 
ing the ultimate abstraction of sound and symbol. 15 

This verse eulogises the martial and valorous conquests and 
philanthropic deeds of a king who bore the title of Bhuvanaikavlra. 


15. ekasvanga nikrtta vairi rudhirairanya tadiyangana, 

baspasara paramparabhirapara satpatradanambhubhih / 
ekameva bhagtratho bhuvi nadim ganga mavatitarat, 
lokesxninbhuvanaikavira bhavata nadyascatasrah krt ah. / 

(Aumapatam, page 76) 
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‘ O Bhuvanaikavira 1 King Bhagiratha brought only one celestial 
river (Ganga) down to the terrestrial regions, but you strove for three 
more, the blood of your foes flowed as a sanguinary river; the tears 
of the surviving widows of those enemies flowed as a river and thirdly 
the water let down by you while gifting away your wealth to donees 
flowed as a river.’ 

The other and the last verse in the book is a mnemonic one to 
enumerate the Gakras (plexus) in the human body wherein dwell the 
‘petals’ and on which are inscribed the whole of the samskrt alphabet, 
each letter with mystic purport and significance. 

Adhra 16 is muladhara with four petals and the letters are four 
vatosa, i.e. va, sa sa, andsa; Linga is svadhisthana with six petals and 
the letters are ba, bha, ma, ya, ra, and la; nabhi is manipuraka, has 
ten petals and the letters are da, dha, na, ta, tha, da, dha, na, pa, and 
pha; hrdaya is anahata with twelve petals with the letters ka, kha, 
ga, gha, gnya, ca, cha, ja, jha, hi, ta, and tha; then is talumula i.e . 
throat, kantah visuddha, with sixteen petals and the letters are a, a, i, 
I, u, u, r, r, 1,1, o. ai, o, 6, ou, am, aha; finally is lalata i.e. the centre 
point between the eyebrow and above the nose, is angya cakra with two 
petals and the letters are ha, ksa. 

This well known verse is quoted at the end of the work to show 
the potentialities of mystic sublimation of the fundamental sounds 
and how they are manifested in music when rendered scientifically 
according to Yogic practice. 

The previous verse mentions about a Bhuvanaikavira which 
apparently is a title of a great king or an Emperor; but it is an oft 
repeated title of kings. This verse is a rough guide to fix the date of 
the work, the author and his royal patron. Further while giving a 
list of ragas, melodies, the author mentions a raga, revaguptakam. 


16. adhare linganadau(i)hrdaya sarasijetala(2)mule lalate / 
dvepatresodasare dvidasadasadale dvadasarthe catuske / 
vasante(3) phalamadhye(4)datha svarasahitesarasarge ksahan te / 
madhye hamsahsusuksmam sakala dalayutam varna rupam namami / / 
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O. C. Ganguly in his Ragas and Raginis mentions that the raga 
revagupta was quoted by Nanyadeva (1097-1133) in his Sarasvati- 
hrdayalankara as having been for the first time invented and created 
by one Sangrama Gupta, a maestro. Since Aumapatam quotes this 
raga in particular, it indicates that this work must have been composed 
during the 11th Century or thereafter. 

Aumapatam narrates the gestures in a new manner and gives 
practical suggestions for the presentation of gestures, which are aids for 
the aesthetic elevation of a performance. 

BALARAMA bharata and the birth of kathakali 

Balarama, the King of Travancore (1724-1798) is also known as 
Kartika Tirunal. He had ample opportunities to gain and acquire 
knowledge about natya. He developed very great interest for it. 
He approached it from a practical point of view. He indited all his 
wisdom in a book and named it Balarama Bharata, wherein he dealt 
copiously about Angabhinaya, when narrating the viniyogas, uses of 
the handposes. He gave an elaborate treatment of the same. Though 
his work belonged to the 18th Century he did not mention about the 
Kathakali form of the dance. His work always remains a good text 
book of utmost importance. The same marks a penultimate stage of 
writing in a classic manner such descriptive works on natya. 20th 
Century did not produce such a work, except some by foreigners and 
others who have taken to the applied form of the Art. 

Kathakali of the Bhargavaksetra (Kerala) remains a famous 
artform of Natya. Its origin is very interesting. Kottarakkara 
Tampura, a prince, patronised and perfected the art of Ramanattam, 
a repertoire of dance plays circled round the stories of the Epic Rama- 
yana. The neighbouring Prince of Zamorin, who was responsible 
for the presentation of Krsnattam sent an insulting reply to Rajah 
Kottarakkara/ when the later requisitioned for a troupe. Then the 
misunderstanding intensified. Ramanattam developed The Katha¬ 
kali to perfection. This was in the 17th Century A.D. The chief 
ingredients of Kathakali are the make up and Abhinaya. The make¬ 
up—aharya—is elaborate, in colouring, dressing, costuming and 
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wearing crowns. A transcending stature is suggested by the character. 
The role assumes a loftier mien and suggests something of ethereal 
existence. The colours are communicative of the mood, sentiment 
and the general nature of the character. Next is the Angabhinaya. 
This is the metier of the Kathakali dancer. Details, subtleties, verve 
in representation and superb movements mark the profundity of the 
artform. Every slight change in action, be it a wink of the eyelash, 
a vibration of the cheek bone, a move of the finger, a whirl of the body 
and a jump of the limbs, indicates a gamut of meaning. Anga¬ 
bhinaya—from the daintiest and subtlest moves of the facial expres¬ 
sion to the vigorous and violent whirls of the body, convey the finest 
as well as the most ferocious of feelings and emotions. Its elaboration 
is th t forte of the Kathakali dancer. To aid the above two features, 
the song rendered in the background, completes and crowns the art- 
performance. We see an epic in action. And all these are the 
developments of the canonical descriptions contained in Bharata 
Natya Sastra superbly rendered with an innovative distinction. 
The first impression one gets on seeing a Kathakali performance is a 
blast of attitudes, a typhoon of movements and a whirlwind of bodily 
jumps. But to the well informed this multiplicity of complex actions 
does convey emotions, subtle human feelings, and a vista of epic con¬ 
tents. Hasta Laksana Dipika is the text followed by Kathakali 
dancers for the palmposes. 


A HISTORIC INCIDENT 

How a dance concert could include in its performance a topical 
incident and by producing it, achieve a political revolution and a 
social reform is inferred from a kaifiiat (Local Records No. 56 ff. 66) 
known as Macupalli Kaifiat. The incident happened during the 
reign of Vira Narasimharaya of Vijayanagar. A Kucipudi Dance 
troupe in their itinerary visited once Sidhout, which was then under a 
tyrannical rule of an inhuman type, known to History as Sambeta 
Guruva Raju. For collecting the taxes he levied, he arrested the 
family ladies of the defaulters and brought them to his court. He 
cruelly ordered that pincers be applied to the breasts of the 
un-fortunate ladies. Under such inhuman, sadistic and acri¬ 
monious treatment, people suffered. Coercion to collect taxes took 
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this hideous form. The KLucipudi troupe took the cue from such 
real incidents of life and prepared a dramatic dance interlude. When 
they visited Vidyanagara (Capital of the Vijayanagara Empire, 
Modern Hampi) they produced this dance piece before His Highness 
Vira Narasimharaya. The Emperor got enraged and on the next 
day sent his military chief Peshkhan to subdue the Chief at Sidhout. 
Later Guruva Raju was beheaded. Peace and safety were restored 
in that region. 

In mythology too we have incidents wherein spies enter an alien 
kingdom in the guise of actors and accomplish the desired objects. 
We have the report of such an incident in Harivamsa, the sequel of 
the Mahabharata Epic. Therein some romantic purpose was achieved 
by Pradyumna, son of Sri KRSNA. Thus the production of plays, 
rather dances, was .not only useful for its own sake in the pursuit 
of a cultural activity, an artform, but could be vehicled for accom¬ 
plishing political and social purposes, of immense value. So also 
is the story of Rajah Kalingagangu and the Poet Vemulavada Bhlma 
Kavi. 

FROM THE TWO VERSIONS OF TELUGU MAHABHARATA 

The Mahabharata Epic narrates an incident, where the archer- 
hero Arjuna taught dancing to Utcara. The original mentions no 
details of the lessons, as to what he intended to teach and what he 
actually imparted to his princess-pupil. But in the two Telugu 
versions of the same work some details are given by the authors. 
Kavibrahma Tikkana when introducing Arjuna makes him say to the 
Royal Employer, King Virata thus: (Vide Telugu Mahabharata: 
Virataparva): 

Having no other serious work to perform, I have since my 
childhood practised (to dance) dandalasaka Gundalini, 
Prekkana Peranambu. Further I have learnt to play the 
different musical instruments after tuning them to a beauti¬ 
ful and melodious pitch and also to sing several songs. I 
also know the different Rasas together with the Bhavas 
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that attend on them. I know dancing comprised of the 
above features and factors. 17 


Moreover Arjuna assured the King that: 

I can initiate and teach all these disciplines and make an 
expert of a person even if that pupil is inept. I shall prove a 
good dance master for the princesses of the palace. O 
Lord of the earth 18 1 can teach also the make up and costu¬ 
ming. 

This speech includes certain de£i types of dance forms that were 
in vogue in the 13th Century A.D. We find them recorded in Jaya- 
senani’s Nrtyaratnavali. Tikkana and Jayasenani were contem¬ 
poraries. Jyayadesenani was in command of the Elephant hordes of 
Emperor Ganapati Deva and Poet Tikkana visited Ganapati’s court 
as an ambassador of King Manumasiddhi of Nellore alias Vikrama 
Simhapuri. (InVyasa’s Mahabharata, Arjuna mentioned about his 
expertise in coiffeuring). 

In the 16th Century Timmayya of Battepadu, Atmakur Taluq, 
Nellore District, wrote in dvipada metre, the Mahabharata. The 
same context is described thus; 

Arjuna said 19 


17. ondu panulaku selavulekuniki cesi 
yabhyasinciti saisava madi gaga 
dandalasaka vidhamuna gundaliyunu 
prekkanamu terangunu peranambu 
visruta vadyambulu mam 

jusruti sambhavya glta sugatulu sabda 

vasrayamulu dajjanya ra 

sasrayamulu naina yabhinayambu lerugudu / 

18. inniteragula sramamu seyintu caturata 
vihlnamulaina patramula naina 
nattu vojjanai melagudu nagalulandu 
niipuna naipathya vidhulaku nertu nadhipa. 

19. From the Andhra University Publication of the dvipada 
Bharatha. Virata-parva. 
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Oh, King I come to serve under you. I can teach to your 
princesses the art of dancing. My name is Brhannala and 
God willed that I should neither be a male nor a female. I 
am an expert in the dance playlets of Danda lasaka, pren- 
khana, Dandatala, Prekkana, Gundali, and Perani. I 
know the fortyfour hastas (Handposes). I can sing and attune 
music to the dance movements. I can guide the footsteps, 
to align with the tune in progress. 

I can teach the presentation of ideas through the medium 
of gestures and attitudes. I am proficient in all the above 
branches of this Terpsichorean science. May I be service¬ 
able to you ?” 

The remarkable feature in these two versions of the epic story 
and their passages is the mention of the desi types of dance forms which 
were in vogue in the 13th and 16th Centuries A.D., the periods when 
the poets adapted the Samskrt Mahabharata Epic into Telugu. 

Late lamented Manavalli Ramakrishna Kavi handed over several 
manuscripts, his notes and other papers to Sriman Archakam Udaya- 
giri Srinivasacari of Tirupati. The above dossier contained two works 
on Natya—(i) Bharatarnava by Vinayaka and (ii) Bharatarnava- 
sarasangraha, anonymous. The above were handed over to the 


ninnu veduka golici nrpacandra yenu 

ganniyalaku nata garapa vaccitini 

molice daivadhinamuna bedi tanamu 

dandalasakamunu daguprekkanambu, 

dandatalambunu, dagina prenkhanamu dagina jakkaniyu 

gundaliniyu nerumgudu preraniyu natanato (nayiruvadi) 

naruvadi nalugu hastamula batuvu 

cupaga nortu prati talamunaku 

kela gltarthambu gllinci yodalu. 

Nalola gati (magu) giti nabhinayincedanu, 
tanara padambula tala niranayamu 
ganugava bhavambu (ganupattu) ganpimpa nertu 
bhavasrayambulu parikimpa nertu 
bhavinci nannelu bharata vidyalaku. 

For the above excerpt in Telugu Script, see Appendix I. 


83—3 
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author for study. Bharatarnava, the familiar name for a work on 
N&tya (of Nandi’s was dealt with in this essay ante) seems to have 
been composed by Vinayaka. The colophon reads: 

iti bharatarnave vinayaka prokta hastadi vigesa samaptah. 

But Vinayaka must either be the name of a mortal or a pseu¬ 
donym chosen to demand sanctity to the work by invoking a God’s 
name. (The author of Nrtyaratnavali is one Jayasenani, a real 
name, of the 13th Century A.D.) This name means Vinayaka, the 
first born of the Primeval God-parents, whose birth is anterior to 
Senani, Kumaraswamy. The work begins with the heading ‘ Gaj- 
jala Laksanmu, i.e. regarding the anklet bells. Next nine varieties 
of Head Actions and their uses are given. The eight Looks, their uses 
four actions of the Neck with their uses are narrated. Before beginning, 
the descriptions of the single and double handposes, this text gives the 
ten vital virtues of the hadposes. The handpose, hasta is defined as 
the combination of the thumb, pointer, middle, ring and little fingers 
in a variety of ways. These attitudes are known as hasta 20 . 

Ten movements of these poses are given. These are not the 
patterned poses, but these movements fix up a placement for the 
stylised and patterned poses that will be described later. Handposes 
are symbols. They convey ideas, things that could be perceived 
directly or inferred, the presentation aids to the direct understanding 
through the palm attitude shown. Then the handposes, their place¬ 
ments near to or near about one’s own body, in a fixture, convey the 
different ideas intended to be shown in abhinaya. Then a list of 
fortyeight single handposes with their various uses are narrated. 
Sixtynine double handposes with their uses are described. All the 
headings of topics given are in Telugu. Further fortyseven handposes 
to convey different specific ideas are prescribed. Then eight hand 
poses for satvika bhavas are given. The thirty three vyabhicari 
bhavas are equated to different combinations of the single or double 
handposes. 


20. angusta tarjani madhyamanamika kanistika / 
yetadanjali samyogo hasta ityabhidhiyate / / 
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Under the heading c atha rasanirupyante’ ‘rasas* and their pre¬ 
sentation through handposes are given. Herein a note in Telugu is 
added indicating that the reader may also refer to Singabhupaliya 
and Rasamanjari. Singabhupaliya is a book known as Rasarnava- 
sudhakara by the King Singabhupala. This work deals with Nataka 
proper and other allied subjects. The same author Singabhupala 
wrote a commentary, Sudhakara, to the great work Sangita Ratna 
kara of Sarhgadeva. This commentary may also be called Singa 
bhupaliya? Rasamanjari is a work by Bhanumisra. This deals 
with the different states of the Nayikas and Nayakas. 

In addition to the above, another set of handposes is prescribed 
for the thirty three sancari Bhavas. These are different. While 
giving the suitable handposes, some poses of other limbs are also given. 

Some specific handposes are given to indicate a variety of subjects. 
This accords with the usual manner of narration in most of the text 
books on Natya. In the end is added as an annexure, another set of 
handposes to signify the Sancari Bhavas. This section is titled as gran- 
thantara bhedah. 

Thus in this manuscript we have curiously three sets of descrip¬ 
tions of handposes prescribed for the thirty three Sancari Bhavas. 
All the contents of this Bharatarnava are very useful. They are of a 
specialised nature. 

The other work (MS) Bharatarnava Sarasangraha is a small 
work of 133 granthas. Its ending is abrupt. There are no colo¬ 
phons. The varieties of Nrtya and the occasion for the display of 
dance programmes are indicated. The auditorium and the president 
of the assembly are described and several other descriptions of the stage 
are given. The place of the curtain, and the presiding Deities to be 
propitiated not only at the different parts of the stage, but also at the 
various important plexus of the human body are signified. This 
scanty MS ends with the praises of different gods. 

SANGITA NARAYANA 

Sangita Narayana is a Samskrt work on Music and Dance. 
The section dealing with dance is contained in a palm leaf MS. 
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The writing is in Oriya script. The MS was lent to the author by 
Sriman N. Satakopan of KUKKULUNDA in Orissa. He was also 
kind enough to read it out to the author and transcribe the same in 
Devanagari and Telugu scripts. It is a wholesome work on Natya. 
The work begins with a colophon of the previous chapter entitled 
VADYANIRNAYA. 

e iti srimannikhilanvaya vavottunga coda ganga vamsa vatamsa 
sesa gunasadma padmanabhatanu janmano maharajadhi- 
rajasya sahitya sangltarnava karnadharasya kamaneh gaja- 
pati virasri narayana devasya krtau sangitanarayano 
vadyanirnayam nama dvitiya pariccheda.’ 

Then commences the relevant work thus: 

£ atha krama praptam nrtyamaha tatradau natya vedotpatti- 
maha / 5 

This third pariccheda ends with a similar colophon. Though 
the ostensible or dejure author is King Narayana of Parlakimidi 
Estate, within the Orissa State, the real and de facto author is one 
Purushottama MiSra, the court poet. The last but one verse of the 
fourth chapter entitled ‘suddha prabandho udaharana nama’ is 
the following. 21 The meaning is c< I learnt the contents of the work 
from the great scholar Kaviratna Purushottama Misra.’ 

This MS Sangita Narayana is a full treatise on Natya. The 
following authors are referred to in it. Kohala, Dattila, Damodara, 
Sarngadeva, Simhana, Paksadhara, Matanga, Harapriya. Besides, 
the following works are also referred to. Kaumudi Sara, Narada 
Samhita, Subhankara’s Sri Sangita Damodara, Sangita Kalpataru, 
Parasurama Samhita (Sarabhyasa Prakarana) and Ratnakara (San¬ 
gita). 

The book begins with the definition of Natya and gives also the 
various nrtya types and uparupakas wherein dance is blended for 


21. yadadhitam kaviratnat purushottama misrato maya sudhi ya / 
tatprakatikrta masmin sudhlyah / / 
parisodhayantu bhrsamtam. 
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production. The auditorium is described. It lays down that when 
the presiding Sabhapafi enters, the audience should pay its homage 
by standing till the chief (Preksaka nayaka) is seated. Selection and 
elimination of players, qualities of players, discipline for the players, 
the practising at the gymnasium, the Master’s qualities and such 
other allied topics are dealt with. Then the description of the make up 
is included, comprising of mixing of colours, manufacture of wigs, 
improvisation of jewellery and various types of armour. The langu¬ 
age to be adopted in dialogues and the several addresses of the roles 
are given. The time limit for production is also fixed. 

Then the actions of various limbs and sublimbs are described; 
Head (Sira), Trunk (Skandha), Chest (Urah), Sides (Par^va), Single, 
Double and Nrtta Hastas. The placements of the various handposes 
relative to the player’s body are also specified. 

Then Kati (Waist), Griva (neck), Bahu (full hands), Mani- 
bandha (wrists), Jathara (belly), Cru (thighs), Jangha (knees), Janu 
(forelegs), Drstayah (looks), Rasadrsti (Rasaite looks), Vyabhicari 
Drsti (looks conveying transient feelings), tara (pupils), Bhru (eye¬ 
brows), Puta (eye sockets), Cibuka (Chin), Jihva (tongue), Gandau 
(cheeks), Danta (teeth), Adhara (Lower lip), Mukha raga (change of 
colouration of the face), Pada (feet), Cari (gaits), and a list of karanas, 
the usual actions of classified limbs are described. 

Under the heading Desi Karana, some unique movements are 
listed out. Their clear descriptions are not given. Then Mandalas, 
circuits of movements, and Angaharas and Recakas (whirls) are listed 
out. This third chapter ends with the mention of some rules of disci¬ 
pline. (There cannot be a synonym for the word Angahara; but it 
can be said to be ‘ synthesised composite limb actions in specified 
patterns.’ 

The fourth Paricheda is the second and last chapter contained in 
this MS (Private Collection). The contents are some tunes and some 
texts of the songs. The language is Samskrt. 

It is surprising to note, why this MS, the copies of which are 
available in many MS Libraries has not been published. But the 
Orissa Sahitya Akademi has published in 1959, a small book under 



the title Natya Manorama. The internal evidence of this work 
declares that the author, rather the compiler, is one Raghunatha Ratha, 
a poet of Orissa and that he undertook this writing under the patron¬ 
age of the King Nilakantah of Kerala to whom it was dedicated. 
As the MS was discovered at Puri it can fairly be inferred that when the 
Maharajah of Bhargavaksetra (Kerala) was on a pilgrimage to that 
sacred Temple, the local poet, Raghunatha Ratha must have earned 
the patronage of the visiting Maharajah. Raghunatha belonged 
to the period 1663-1720. The author mentions about a bigger work 
Sangltarnava Candrika by Nilakantah, his Royal Patron and that 
Natya Manorama is a shortened version of it. The bigger matrix 
work is neither discovered nor published. But the verses in Natya 
Manorama bear very close resemblance to the verses in Sanglta 
Narayana. (See ante). The Orissa Sahitya Akademi is publishing 
a work entitled Gita Prakasa, the author being one KrsnaDas Badajena 
Mahapatra (1559-1568) This book contains a chapter on Dance 
Natya Manorama has nothing unique in its convents. 

HASTA ADHYAYA 

Photostat copies of six pages of the chapter on Natya entitled 
Hasta Adhyaya (from a MS) have been obtained from the Bodleian 
Library, London. The work is in Samskrt written in Bengali-Assa- 
mese script. This is a chapter in a bigger cyclopaedic work called 
Purana Sarvasva. (MS Wilson 358). The author is one Halayudha, 
son of Purushottama and the date of the same is 1474 A.D. The. 
treatment is only about single and double handposes, their definitions 
and uses. The Photostat copies are sent to the Music Academy, 
Madras through Dr. V. Raghavan. The text has been transcribed 
into Telugu and Devanagari and its translations in Telugu and 
English made by the author have been handed over to the Andhra 
Pradesha Sanglta Nataka Akademi. It is published serially in Natya 
Kala, Journal of the Akademi. 

NAJYA SASTRA SAMGRAHA 

Sarasvati Mahal Library, Tanjavuru has published in Two 
Volumes ‘Natya Sastra Samgraha 5 in 1953. The text which is in 
Samskrt is followed by Marathi Commentary attributed to Utke 
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Govindacarya. The publishers have added short commentaries in Tamil 
and in English. This work, besides with the origin of dealing Natya 
and the actions of limbs etc. and their uses, gives specific handposes 
equated to various Ragas, Raginis. The list of Ragas (melodies) is 
divided into (i) Ragas, masculine, (ii) Raginis, feminine and (iii) 
uparagas. There is a general prescription given about how the 
several melodies have to be represented by handposes. These hand- 
pose equations of melodies are innovative additions to the contents 
of a Natya Text. Moreover this book contains also Anga Abhinaya 
for the four different types of heroines like, Padmini, Gitrini, San- 
khini and Hastini. Several types of handmoves are also indicated for 
general application. Some prohibitive injunctions are given for avoid¬ 
ing the handpose to communicate feelings and emotions, like sorrow, 
excitment, unconscious state, languer etc. Such feelings could only be 
represented by the actions of other limbs. 

After reading and practising all the actions of the several limbs 
prescribed in this text, one can begin to communicate through gesture 
any idea. Semantic attitudinisation can be standardised and the art 
of abhinaya-avadhana can be developed, like netra avadhana or 
extempore (oral) avadhana. This may be the full blooming of the 
Artform. 

bhama kalApa 

The author chanced to see on 13-5-65 at Nellore the Kticipudi 
dance troupe headed by the chief talented dancer Sri Vedantam 
Satyanarayana Sarma. This troupe produced Bhama Kalapam. 
This nrtya natika, a Ballet, is based on the chief role, Satyabhama, 
the assertive, egoistic and a little vain queen of Lord Sri Krsna and 
her longing for the encore of a visit of her Lord. She is depicted as 
the ‘ bibboka 5 type of Heroine. Srngararasa the most presentable 
and pleasing and also praised in its two aspects, sambhoga and vipra- 
lambha is displayed. The nayika passionately longs for the arrival 
of her Lord. She sends a messenger Madhavi with a letter. The 
dictation of the letter is a type of specialised nrtya display. The 
messenger returns followed by Sri Krsna. 

The genius of the Kucipudi danseurs lies in producing Nrtya 
Natikas i.e., Ballet in a sense, wherein a congerie of feelings and emo- 
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tions are depicted through dance artforms. The play is always a 
story called out from the Epics, which are reverentially regarded as 
the National Literary Emporiums of Culture of Bharat (India). 
The subtle shades in a variety of the characteristics of roles are harmo¬ 
niously blended in Choreography. The Nrtta items (Pure Dance 
mechanics) which are singled out by other performers of Bharata 
Natya Programmes are also blended in the Kucipudi repertoire. 
The dance play is broad based, wherein great scope is afforded for the 
play, interplay and counterplay of variegated emotions. This type of 
Nrtya is unique in its traditional setting. In the Modern Bharata 
Natya programmes, some bits of the traditional lore are singled out 
and the best performer plays only these truncated forms, of course, 
in a deft and unexcelled manner and also in a variety with great ex¬ 
pertise. Changes of situation are not there, regimentation of the 
patterns is an hindrance for the full blooming and flowering of the 
performer’s genius. This is so for the items of Alarippu, Jati, Varnam, 
Sabdam and Tillana. It is only in the last or penultimate item of a 
programme c Abhinaya ’ that the performer gets the scope for the 
complete display of the player’s genius. The rest are all nice because 
of the industry, the discipline and the mechanically repeated practice. 
These items suggest a mastery over the mechanics with little of the 
play of Manodharma, which involves genius, imagination and high 
level understanding. But in Kucipudi, so too in Kathakali, a sumptu¬ 
ousness on a higher plane is achieved. The aesthetics flower and the 
spectator gains the rasa-effect. And all these are based on the canons 
of the ancient Texts and the great tradition. If one misses seeing and 
knowing about Kucipudi dance, one also misses a great deal of the 
living dance forms of the ancient science of Theatrics in their fullness. 

Kucipudi dance tradition was initiated and built up by a Saint 
worshipper of Lord Krsna, Siddhendra Yogi. The dance display is 
considered as a form of worship. The actor forgets his little self, the 
deep rooted ego, and steps out of the upadhi, the caged existence of 
himself, and identifies himself with the spirit and essence of the 
‘ OTHER MIND,’ a transcendental experience that could be achieved 
only by expertise, training, discipline and high cultural attainment. 
Dance story is the seed, the tree is the production, the flowering and 
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bearing of fruit are the display of the danceplay and the resultant juicy 
edible is tasted by the spectators. The accomplishment on a higher 
plane is achieved. Such is the Kucipudi dance performance. Its 
art is alive in all its aesthetic, artistic and traditional equipment. 

jayasenAnts nrtya RATNAVALI 

Nrtya Ratnavali of Jayasenani, a unique MS of the 13th Century 
A.D. is a Text Book on Nrtya, carefully indited, including among its 
revelations many Desi types of Dance patterns. The authorseems to 
be a widely experienced connoisseur, who with verve recorded the 
contemporary regional types of dances, to give them permanence by 
bequeathing to the posterity this ancient traditional Science. (See 
authors’ articles; (i) Bharatiya Vidya 1963, Vol. 23, Nos. 1 to 4, 
(ii) Bharati, Telugu Monthly, March and April 1962). Dr. V. Ragh- 
avan of the Madras University had edited the text of this work. 

An inscription in Telugu dated 1248 A.D. found in the Temple 
at Uppukonduru, Guntur, District refers to this author who was the 
chieftain in charge of the elephant hordes of Kakati Ganapati Deva, 
(This inscription was published in Nellore Inscriptions wherein the 
name is misread as Jamula nayaka. The error is apparent). 

Bharata Sarvartha Sangraha by Mudumbi Narasimhacari is an 
interesting MS (R. No. 1668, Madras Oriental MSS Library). The 
treatment of the handposes is uniquely described. The author dec¬ 
lares in the colophon that he has compiled this work from out of the 
writings of Sarasvata Bharata, Nandi, Brhaspati and N’arada. Of 
these Nandi is the most familiar name, as a work under his name is 
available. The other authors are rarely referred to. Their works 
also are not extant. Single and double handposes are dealt with in a 
copious manner only with regard to their uses. The particular 
patterned handpose when placed over the head, at the forehead, at 
the chest, at the side, in front, near the thighs, signifies different 
concepts and things. These placements of each patterned handpose 
is detailed in Arya metre verses. The work and its contents are 
splendid guides to the practising actors. While giving the uses of certain 
handposes, he has included certain modern ideas. For signifying a 
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Mlecchalaya, a handpose is prescribed. As the society gains ex¬ 
perience and the need for representing the new ideas grows, the choreo¬ 
graphers could elastically multiply ihe uses for the same standardised 
handposes. This work is the last in the series of classical texts on 
Natya, written in classic style. The author belongs to the later part 
of the 19th Century. He was the highly honoured court poet at the 
Vijayanagaram Samsthanam. He has to his credit several Kavyas, 
plays and religious works. The work invites a publication. 

In recent years foreigners, mostly of the West have visited India, 
attended the Dance performances of various regions, studied the 
Science of Indian Theatrics and learnt the intricacies of the Art 
Their contact has manifested itself in good works in English. Three 
of such works are found to be important and interesting: 

(i) The Other Mind by Beryl De Zeote; A Study of Dance in 

South India 1953, Victor Gollancz Ltd., London. 

(ii) The Dance in India by Faubion Bowers, New York 1953, 

Columbia University Press. 

(iii) Classical Dances and Costumes of India by Kay Ambrose 

1950. Adam and Charles Black, London. 

Beryl De Zeote’s first work seems to be 4 Dance Drama of Bali * 
(1938). Then her interest grew and she toured widely in South 
India and studied the prevailing dance traditions. She found out 
that these South Indian Dances were the forbears of the Dances 
prevalent in the Far East. Later in 1957 she published 4 Dance 
and Magic Drama in Ceylon’ (Faber and Faber). Her preface 
to the third enchiridion contains her motif in writing 4 The Other 
Mind!’ Her reverence, apititude for study, genuineness of approach 
and highly civilised manner of expression can be noted in the follow¬ 
ing excerpt: (Page 13 and 14): 

I cannot agree with the learned Dr. Raghavan, Professor of 
Sainskrt in Madras University, who was kind enough to 
review 4 The Other Mind ’ in the Journal of the Folk 
Dance and Song Society, that it is necessary to display all 
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the learning one cannot help acquiring in the course of 
one’s travels on the written page. But I prefer the rebuke 
of so learned and kind a man to the praise of an American 
Journalist, who by emphasising certain inconveniences 
during one of my most fruitful visits in South India seemed 
to me to insult the hosts who so wonderfullv entertained 
me at AMBALPUZA, where are some of the finest dancers 
and Musicians and the greatest living teacher of KATHA- 
KALI—Kunju Kurup. 

To return to Dr. Raghavan’s criticism of levity, I fear he will 
find the present volume even more informal than the 
preceding one. It is not my aim to instruct people in the 
intricacies of classical dancing in India or anywhere else 
in the world. There are far more scholars than poets and 
I must leave it to the scholar to instruct, while I go ahead 
with my poetry. One critic was of opinion that c The 
Other Mind * was full of chaotic irrelevancies, but admitted 
that by degrees one might discover a clue to the labyrinth. 
There certainly is one, and if by my seeming irrelevancies 
I have helped a few aficionados to find their way, and also 
entertained them, my labour will not have been in vain. 

I am not at all good at being learned, but everything I speak 
or I have seen with my own eyes and felt with my own 
heart, and so I have set it down, like other informal tra¬ 
vellers of the past who with varying success recorded their 
travels.” 

‘ The Other Mind ’ contains genuine impressions. They are 
outpourings of the heart. It is poetry in its narative substance. A 
reader must read in it and not read into it. The latter approach 
drives off at a tangent. The work has not been provided with an 
index, but still the contents are informative, to those, who are not yet 
aware of the Natya Science. Registering of impressions by a foreigner 
about Indian Dance, favours the correct appreciation of the technique. 
A foreigner’s approach has several hurdles to overcome, but genuine 
attempts, do add to the treasures of Literature on the Science. 
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The second book by F. Bowers which appeared about the same 
time can be said to be an American’s approach, notwithstanding his 
affiliations to this country by study, observation and love for the 
finest. The book contains an analytical understanding of the pano¬ 
rama of the dancing world of this country. 

At page 11, his denouncement of Tagore’s observation and his 
justification of the modem renaissance are noteworthy. The book 
helps the new generation of dance enthusiasts to realise the spiritual 
values of this ancient Science of Theatrics. 

The Monograph of Kay Ambrose is a delightful thesis on the 
varied topics about the Dances of India, their ancient and modern 
trends. Her purpose is to instruct the avid seekers of the knowledge 
about dance. In a letter to the author which was written on 17-9-1949 
from Bangalore, the artist-writer wrote: 

“ I am at present studying the Indian dance forms from the 
only person whom I find, has a deep knowledge of them 
combined with an excellent and logical understanding of 
the present day theatre, and that is not less a person that 
Sri Ram Gopal who has introduced the Indian Classical 
Dance, not only to the Western Civilizations, but to many 
Indians also, so they tell me. It is my privelege to study 
that dance which Dr. Ananda Coomaraswamy calls ‘ the 
corner stone of universal life,’ from Ram Gopal, and my 
purpose is to gain his assistance to write an illustrated book 
to help the many lovers of the Hindu Dance in the West.” 

She chose a Guru and she studied in all earnestness and with the 
flair of genius for writing and drawing sketches she gave an excellent 
work. Such a book is a feature in Dance Literature. An Indian 
reader always admires a book which is the result of the Teachings of a 
Guru. While going through the book, interspersed with her fine 
sketches, which are of vital importance, one can easily visualise the 
concert being conducted on the stage The sketches are so studiedly 
and finely drawn so as to instruct any layman about the intricacies 
and aesthetic cadences and fine movements of the art. The contents 
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of the book are real poetry of revelations of the ancient science of dance. 
For the student of the applied science, the injunctions of c don’t ’ 
and the incorrect forms included in the scheme of presentation of the 
subject are worth the study. The book is a companion to be reveren¬ 
tially carried and conformed to. 

It is curious and intriguing how these three writers have missed 
observing the KDCIPUDI Tradition and attempting to under¬ 
stand it. It is true, tourists, whose itinerary is fixed by the hosts miss 
several important things. 

Several scholarly essays appeared in various journals from the 
pen of the learned professor of Samskrt of the Madras University., 
Dr. V. Raghavan. His approach is varied and his output is of such a 
magnitude, that a reference to his writings is a ‘ must * for every 
student of Dance Study. His research work is immense and out of 
his guidance, several erudite articles were published in the high level 
journal of the Music Academy, Madras. 

Devendra Chandra Dasgupta has made a special study of ‘ Kara¬ 
nas * and c Angaharas * the contents of the fourth chapter of the 
Bharata Natya Sastra and wrote three articles in succession entitled 
Psycho-analysis of Dancing based upon Bharata’s Natya Sastram. 
The same were published in the Journal of the University of Gauhati, 
Vols. 6, 9 and 10; 1957, 58, 59. This dissertation proves that these 
Nrtta stylised suite of actions do convey and communicate the several 
varied emotional states. It is a laborious work of a basic nature and 
the same has to be continued making a relative study of the same 
semantic attitudinisation (Angabhinaya) as dealt with in other texts 
like Sanglta Ratnakara and Nrtya Ratnavali, where in Karanas and 
Angaharas are described. 

Study of Karanas and Angaharas and practice of them belongs to 
the highly technical aspect of dance. Doyens in the field attempt 
only a few of them. The secrets involved in their performace seem to 
cover an esoteric teaching and learning. They were performed in 
Kailasa by the Divine Dancer, NATARAjA before the heirarchy 
of celestials. Bharata Muni enjoyed the vision and indited the same 
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for the benefit of the posterity. Thus the transcendental glory of the 
Divine Dancer could be accomplished only if the Karanas and Angaha- 
ras are correctly and faultlessly performed. It is an ultimate achieve¬ 
ment, a state of biunity with the Lord, just like the attainment of the 
Highest State by she Yogi in the State Transcendent. Performance 
of Karanas and Angaharas is Yoga, skilled action: 

Yoga Karmasu Kausalam. 

Mulkraj Anand, the Editor of MARG directed the publication 
of a symposium of essays on the varied dance styles of India, which are 
immanently spread over this sub-continent. They were published 
in: 


(i) MARG, Vol. X, No. 4, September 1957. 

(ii) MARG, Vol. XI, No. 1, December 1957. 

(iii) MARG, Vol. XII, No. 4, September 1959. 

(iv) MARG, Vol. XIII, No. 2, March 1961. 

These publications belong to a very high order of presentation of 
the ancient technical art which is alive today. Copious Illustrations 
in sequential orderliness, juxtaposed against definitions and uses 
culled out from authoritative texts, have the elegance of a banquet 
service. The contributors have put forth their enormous study and 
the journal has attained the status of a refined and reoriented authorita¬ 
tive Almagest on the Dances of India. The Dance of India lived, 
lives and shall live in all its picturesqueness and highlighted pageantry 
in the aesthetic world of all time. Those numbers of MARG have 
become rare and their republication in a codified book form has be¬ 
come a desideratum. 

Several Indian danseurs, danseuses, patrons and connoiseurs 
of dance art have also written books in modern times. They per¬ 
formed the sacred task of paying homage to the Eternal Art of India’s 
Dance. Bharata Natya Sastra proclaims authoritatively (I, v. 115) 

“ There is no other traditional wisdom, no other art, no other 
learning, no workmanship, no yoga, no action in general not included 
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and touched upon in this masterly natya work.” No wonder the 
modern writings could only be deficient in one aspects or another, 
when such is the all comprehensive nature of the Bharata Natya 
Sastra, compiled in the remotest antiquity. No modern work can 
ever view with it. They are all informative in their own way, com¬ 
municating something fine and useful. 

The soul of the Indian Dance has been beautifully encased in a 
genuine homage by Kay Ambrose. 94 

“ India herself is a store house of magic, with colours that 
injure the eyes, a climate ranging from snow to unbearable 
heat, tiny deadly insects and huge kind elephants; and an 
ideal all-healing philosophy which soothes the soul of the 
restless, pities the wicked, tolerates the ignorant, smiles at 
modern science as a mother smiles on a self-opinionated 
child. India has her own miracles which she disdains 
to advertise. She venerates her wise oldmen whose sweet¬ 
ness and wisdom combined have the cleanliness of an 
English Hayfield. AND as she absorbs everything in her 
philosophy, so she can show everything in her dances.” 

In this colophon-like tribute Kay Ambrose has said all about 
India’s dance heritage and one can find no residue left out or neglected. 

To conclude, an epigramatic line from KRSNAKARANA- 
MRTA (by Lilasuka) is invoked and its meaningful potentialities are 
attempted to be explained. This pertains to the rasa dance of the 
Eternal Bridegroom and Paramount Lover of Beings, Lord Srikrsna. 

angana mangana mantare madhavo 
madhavam madhavam cantarenangana / / II. 35/1. 

Three words are intriguingly set in such a sequence of versifica¬ 
tion that a gamut of profound philsophic thought is proclaimed. 
ANGANA—the milkmaids of Brndavan; ANTARE—in between; 
and MADHAVA—Lord KRSNA. 

The accepted philosophical theory is that all creation is feminine 
to God. The creatures of the manifest world are the eternal brides 
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seeking the Handout of the Lord, the Paramount Lover. Lven ttie 
recesses of space antare are immanently occupied by the Lord. This 
half verse visualises the Lord in the centre, and encircling HIM in 
the round are the Gopis, with LORD KRSNA stationed in between 
them. While they dance the rounds in quick whirls, representing 
symbolically the basic and cosmic vibrations of the universe, the 
dance proclaims the Ultimate Truth—All is the Lord. The distinctions 
pale away into insignificance, when the Lord is identified with the 
apparently divided selves (Gopis) and the notional space intervening 
them. The three words represent a trinity. The Lord, the Crea¬ 
tures and the interim Space between the two, as seen from the manifest 
world. This is highlighted in rasa dance. Vyasa Bhagavan’s whole 
thesis of Bhagavata is fundamentally based on this concept of the Ulti¬ 
mate. Dance born and thriving in India retains the elevated and 
spiritual significance and remains in an exalted position. To know 
India’s dance is to know ALL. 
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CHAPTER II 


TERRESTRIAL DESCENT OF NATYA 

0 

(NATYA KARMA, NATYA-ART) 

Unique and marvellous is the treatise attributed to BHARATA. It 
is a compendium comprising in its range everything about theatrics. 
The several laws that guide the production of a play 1 are analytically 
indited in this encyclopedic work. It is a pioneer work of the world. 
It registers a tradition and expatiates on the various functions of the 
theatre. It remains the undisputed authority and a source book on 
the subject—a canonical thesis. Its sway as an authority remains 
undisputed due to its antiquity and thoroughness. It is a master work 
for play-houses, plays, dance, music, aesthetics, and history of the 
theatre in general. No topic is strange in this book and every topic is 
comprised in this. B N S is a record of everything that could be said 
about theatrics. Its reading and following benefits a regisseur, actor, 
musician, playwright, poet and historian. 

2. The source for knowledge and wisdom is always attributed to 
the Creator (BRAHMA), of the Ultimate Repository. This science of 
theatrics has its descent from Brahma to Bharata, who is now consi¬ 
dered by the moderners as a legendary figure. That knowledge descends 
in pupillary succession is the axiom in this Bharata-land. B N S is a 
compilation about theatrics learnt by Bharata from the Progenitor- 
Brahma. In his turn Bharata imparted the knowledge of theatrics to 
his century of sons and disciples, so that they might practise and give 
it the perpetuation of a tradition. 

3. This natya sastra or natya veda is the science of the 
theatre. It is a composite essence of the Four Vedas. It 
remains a scripture for the THEATRE. The funda¬ 
mental functionaries of a stage-play are: (i) A Text, (ii) Music, 


@ Play includes dramatic production, dance play, pantomime and musical 




(iii) Gesture and (iv) Taste GUSTIBUS. These rudimentary requisi¬ 
tes are extracted from the four Vedas. This composition consists of 
the Text from the Rg Veda, Music from the Sama, gesticulation from 
the Yajur and Rasa from the Atharva. Thus this science has its 
descent from the Vedic lore and is considered by the Creator himself 
as the Fifth Veda and a natya itihasa—history of the play and theatre. 

4. Brahma narrating the contents of the natya veda to Indra, 
directed the Lord of the Celestials to produce the same with his retinue 
of angels. The qualities required of them being: 

BNS 1.20 

kuSalayevidagdhasca pragalbhasca jitaSramah 
tesvayam natyasamge hi vedah sam kramyatam tvaya. 

Those are eligible for acting who are skilled, well read and trained, 
experts in arts, and the sturdy. Indra, hesitated to initiate and 
direct his celestials into this new art , natya karma, as he felt that they 
were unfit—ayogyah. But he suggested that it is only the rsis—the 
austere and celibate ascetics, that could well perform the new art. 
It was then that the Creator behested Bharata Muni and his hundred 
sons to produce a play. 

I. 24. 

tvam putra satasamyuktah prayokta syabhavanagha. 

Bharata having been duly instructed by the Creator himself in the 
subject of Theatrics, trained his numerous sons for the benefit of the 
world. His teaching and training covered the bharati, verbal intona¬ 
tion of the TEXT, natural actions—sattvati and vigorous gesticula¬ 
tions, arabhati. The Master felt that his acolytes, being men, 
could not perform to perfection, subtle, delicate and lovely feminine 
gestures—kaisiki. He got over the impasse by praying to Brahma to 
create ‘prima donnas* to exhibit those finer gestures. (Bharata saw 
those gestures of kaisiki, i.e., subtleties in the Dance Cadences of the 
Lord Nilakantha, the primeval—DANCE-KING). To the demand 
of Bharata, the Creator by mere volition of thought, created dansueses 
to practise the delicate attitudes with aesthetical content. 
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I. 44. 

dlyatam bhagavan dravyam kaissikhyah sam prayojakam 
nrttangahara sampanna rasa bhava kriyatmika. 

5. The abhinetris (dansueses) were, manjukesi, sukesi, misra- 
kesi, sulocana, saudamini, devadatta, devasena, manorama, sudati, 
sundari, vidagdha, vipula, sumala, santati, sunanda, sumukhi, maga- 
dhi, arjuni, sarala, kerala, dhrti, nanda, puskala, and kalama. 

Their appellations signified beauty, robustness, agile qualities, ful¬ 
gurant movements, virtuosity—what not, all virtues in EXCELSIS 
required for a de luxe production, a feast for the angles. 

6. To harmonise with the actions of the personnel of the troupe 
RSI svati was placed in charge of the orchestra (kutapa) constituted 
of several types of musical instruments. Narada, the Divine Singer, 
was fixed up as the maestro and he had the assistance of the other 
Gandharvas—celestial musicians. 

7. Then arose the occasion for the production of the pre¬ 
miere. Festival of thelndra’s Banner was appositely trysted for the 
production. 

I. 54. 

mahanayam prayogasya samyah samu pastitah 
ayam dhvaja mahahsriman mahendrasya pravartate. 

I. 55. 

atredanimayam vedo natya sangrah prayujyatam 

That which is called natya veda shall be translated into a produc¬ 
tion—an applied science. The production consisted of the eight 
components and variegated actions. 

I. 57. 

astanga pada samyukta vicitra veda nirmita. 

The premiere was a tremendous success and the major angels gave 
awards to the troupe. Indra gifted his Banner, Brahma gave away the 
eccentric wand; + varuna, presented a gold vessel, Surya awarded 


+Kutilakam. See Ch. XII (Gaits). 
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them with a parasol; V&yu, the Wind God, gave a fan and Lord Siva 
blessed them with the—perfection of Accomplishment—Siddhi. Vis- 
nu’s award was a throne, Kubera donated a crown and Goddess 
Saraswati blessed them with sweet and pleasant voices. The other 
minor gods like, Yaksas and others parted with their perfections in 
Bhavas, Rasas, Expressions and Gesticulations. But the tragic 
result was, the asurvas—Titans that obstructed the production, were 
killed. 

8. Bitterly chagrined, Virupaksa, the leader of the obstruc¬ 
tionists gathered hordes and prompted by feelings of jealousy and 
vengeance, began to overpower the actors and actresses by cruel 
deeds of black magic. The participants of the New Art felt stupified. 
Utter deadliness—prevaded them. The Lord of the Angels divined 
the evil source and handling his Flag-Staff as a deadly weapon, 
attacked the asuras and reduced them to shreds and pieces. Thence¬ 
forward the Banner-prop came to be known as JARJARA—that which 
reduces to pieces. Later on this JARJARA was revered as a protec¬ 
tion against all evil forces. The creator was approached for a safe¬ 
guard against an encore of these troubles. Brahma behested Visva- 
karma—the Divine Architect, to construct a Theatre-house for the 
unimpeded production of plays. A play house was built, well fortified 
and sanctified and all the several celestials were placed on guard over 
the manifold divisions of it under the command of Brahma. 

1.82. 

agacha tva rito drastumdruhino natya mandapam. 
drstya natya grham brahma praha sarvam suramstatah. 

9. Over the turrets (mattavarinis) the lightning was stationed 
to ward off the evil forces of the daityas. 

1.90 

stapita mattavarinyam vidyut daitya nisudani 
stambhesu mattavarinyah stapitah paripalane. 

Amidst the several celestial sentries placed at the several points of 
the theatre, the creator himself presided over the centre of the stage, 
ranga pitha. The personnel of the troupe was well guarded. Hence 
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forward the Creator said, c the theatre shall have all these angels for 
its presiding deities. 5 

1.97. 

yanyetani niyuktani daivata niha raksane 
ete sa mathi devastubhavisyanti tyuva ca sah. 

10. When the Theatre House was so well sentried and defended, 
the celestials, unafraid of any plausible impediment, said to the creator 
that the asuras may be allayed by peaceful means in the first instance, 
and that if they persisted adamantly, then recourse to other means of 
subjugation could be employed. 

1.99. 

purvam sama prayoktavyam dvitiyam dana meva ca 
tayo rupari bhedastu tato dandah prayujyate. 

Brahma addressed the obstructionists as follows: 

1.101/1 

kasmad bhavanto natyasya vinasartha mupasthita. 

Why have you started these obstructionist tactics ? 

The leader Virupaksa said: 

1 . 102 / 2 . 

yo’ yam bhagavatasrsto natyavedah surecchaya 
pratyadesoyamasmakam surardham bhavata krtah. 

natya veda promulgated and propogated by you for the benefit of 
the celestials seems to be designed for our discomfiture and defeat. 
Let that not be so designed. We too are creatures that emanated 
from you. 

1.105 to 120. 

alamvo manyu na daitya visadam tyaja ta naghah 
bhavatam devatanamtu subha subha vikalpakah. 
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karmabhavanva ya pekso natya vedo maya krtah 
naikanta totra bhavatam devanam ca nu bhavanam. 

trailokyasyasya sarvasya natyam bhavanu klrtananij 
kvacit dharmah kvacit krida kvacit darthah kvacicchramah 

kvaciddhasyam kvacityuddham kvacit kamah kvacit vadhah 
dharmo dharma pravrtta nam kamah kamopa sevinam. 

nigrahodurvi nitanam vinitanam dama kriya 
klibanam dharstya janana mutsahah surama ninam. 
abudhanam vibodhosca vaidusyam vidu samapi, 
isvara nam vilasasca sthairyam duhkhardhi tasyaca. 

arthopajivinam artho dhriti rudvigna ceta sam, 
nana bhavopasampannam nana vastham taratmakam. 

lokavrttanukaranam natyametanmaya krtam 
uttamadhama madhyanam naranam karma sam srayam. 

hitopa desa jananam dhrti krida sukhadi krt, 
duhkhar tanah sramartanam sokartanam tapasvinam 

visranti jananam kale natya metad bhavisyati 
dharmyam yasasya mayusyam hitam bnddhi vivardhanam. 

lokopadesa jananam natya metat bhavisyati. 

nata gyanam natacchilpam nasa vidya nasa kala 
nasa yogd natat karma natyesmin yannadrsyate. 

sapta dvipanu karanam natya metat bhavisyati 
yenanukaranam natya metat dya nmaya krtam. 

devana masura namca ragya matha kutumbinam 
brahmarsi nam ca vigyeyam natyam vrttantadariakam. 

yoyam svabhavd lbkasya sukha duhkha samanvitah, 
songadyabhinayo peto natyamitya bhi dhiyate. 
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I. 120. 

veda vidyetihasana makhyana pari kalpanam, 
vinoda jananam loke natyame tad bhavisyati. 

To the request and query of Virupaksa, the Progenitor expatiated in 
extenso, the be all and end all of this New Art of Theatrics. The 
precepts remain classic and they hold aloft the ideals of the ‘ play * 
and its accoutrements. 

Brahma said: 

e Enough with your anger and no more of it, Oh sinless beings. 
You may give up your distress and sorrow. This New Art of natya 
Veda was so designed and promulgated by me in consideration of the 
weal and woe of all beings,—you and the angels. There are no pre¬ 
ferences shown to any. To portray all the feelings of the three worlds, 
is the aim of this art. There is in it dharma, sport, acquisition of 
wealth and peacefulness. It aids self-control. It is replete with 
humour, warfare, erotics and destruction. It graces dharma on those 
that are so disposed, kama on them that indulge in it, and self-control 
for such of them as strive for it. It provides for exhilaration and 
strength to the weak. The Heroic are exalted. The ignorant and 
the unknowing are enlightened. Wisdom to the learned is guaranteed. 
Man of power will find entertainment in this and it ensures steadiness 
and courage to those that are afflicted by distress and sorrow. It 
affords a vocation to those that live by it. The disturbed minds are 
filled with poise and equanimity. 

This natya veda will become the standard classic for inculcating 
ail aesthetical inclinations, predilections, emotions, feelings, all actions 
and activities of the superior, medium and the ordinary types of men. 
Moreover this science in due time will become the solace for the dis¬ 
tressed and worn out: those that are drowned in sorrow and also to the 
ascetics. Besides all these this New Art will be the vehicle for what is 
meritorious and glorious. It will be capable of procuring fame, 
longevity and what is most worthy of attainment. It enlarges the 
intellect and amply provides for general instruction to the world. 

There is no other art, no other science, no other learning, no 
workmanship, no yoga, no action in general not included and touched 
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upon in this master work. It comprehends everything and there is no 
reason why you should feel dismayed over this. It shall perpetuate 
itself in these Seven Islands, rather in these seven continents (sapta 
dvipa). It enmirrors all the details of the modes of the lives of the 
Devas, Asuras, Kings, Householders and Superior Rsis, (Brahma Rsis). 

That which is natural to the world both in pleasure and sorrow 
and which is in unision with attitudes and expressions of the body, 
and limbs, is to be known as natya. This is a compilation of Veda 
Vidya, Itihasa and Akhyana. It will be amusing and delightful 
It shall always deal with the topics of the Srutis, ancient lore, tradi¬ 
tion (sadacara) and of the apocryphal texts.” 

Brahma then ordained all the Devas, Rsis and others to perform 
a sacrifice ‘ RAIN!GA PUJA 5 as a preliminary ritual to the actual 
production of a play. Presiding Deities were to be propitiated. 
This * rahga puja 5 is ordained to be a preliminary sacramental ritual 
to be performed. Any lapse will result in multifarious disasters. 

Faultless completion of these purva rahga rites ensures all auspi¬ 
ciousness. 

Rahga Puja was performed. 
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CHAPTER III 


THE PLAY HOUSE 


Natya mandapa, natya grha, natya vesma have been used as synonyms 
for a THEATRE. The main divisions of it are Nepadhya Grha 
(Green Room). Mattavarani (turretted side-winged rooms raised 
on pillars), stage proper (ranga and preksa grha) auditorium. 

2. Three types of constructions, each in three sizes, are dealt 
with. The oblong, the square and the triangular buildings are 
envisaged. These may be in three sizes, the superior, the medium 
and the ordinary. 

3. The length and other dimensions are also given. The 
hand-length is taken as a norm for linear measurement. The medium 
type building is recommended as the best type of structure for the pro¬ 
duction of plays as it would be conducive to good accoustics. 


1. @ mattavarani. 

Dr. A. K. Coomaraswamy in his review of P. K. Acarya’s Mana sara has 
given an additional glossary of architectural terms. Therein mattavarani is a 
turret. These towering projections into the sky are on either side of the stage suppor¬ 
ted on sturdy pillars. These are important components of the THEATRE. The 
whole building has to be protected from lightning shocks. The mattavaranis being 
towers have to be protected against acts of vis major, like lightning. In this chapter 

II. 72/2. 

ayasam tatra (tamra) datavyam stambhanam kusalai radhah 

(vide I. 90). 

the prescription is, the pillars of these side winged pavilions must be built with iron 
or copper fittings to conduct the fury of the lighting to the earth and this renders 
the whole building safe to stand firm. Lightning is one of the presiding Deities 
that has been stationed on the turrets at the behest of Brahma. Vide I. 90. (Profs. 
Mankad and S. K. De have different views). Prof. H. R. Diwekar wrote in 1959 
an inclusive article on this subject. (Gwalior). 



11 . 12 . 


preksa grhanam sarve sam prasastam madhyamam smrtam 
tatra pathyamca geyamca sukha sravya taram bhavet. 

4. Details of several denominations of linear measurements are 
given. The minimum presumed is the speck of dust, then the grain 
seed and then the first digit of the thumb and other known scales. 
Twenty-four thumb digits make a hasta—hand length—and four 
such make a danda. These have been so standardised. 

5. Various details of construction, from the selection of the site, 
to the completion of the theatre are narrated. Every step of action 
in the process of building must be done without any error whatsoever. 
The least fault gives rise to a disaster. The building must be East 
to West. The measuring tape must be of cotton or fibre. It must 
not snap during measuring operations. 

6. A fourth of the building must be devoted to the stage—ranga. 
Various rituals, invocations to gods and several details of ceremonies 
are mentioned to be observed during the construction of the theatre. 
Pillars are to be constructed and raised to represent the homogeneity 
of the several groups in the society. The Theatre and the activities 
therein have been designed and promulgated, so that the whole 
community will be benefited by the performance produced in it. 
The walls must be plastered and mural paintings of various floral 
designs have to be artistically carried out. Figurines of graceful 
and beautiful lovers may decorate the panels on the walls. 

7. The stage must be level, well polished and should not be 
curved or convex like the shell of a tortoise or the back of a fish. The 
floor or surface of the stage must be polished to a mirror-finish. It 
may be bedecked with precious stones. Decorative reliefs and niches 
may be filled in with statuettes. The stage must have windows and 
screens. 

11.83. 

nirvyuha kuharo petam na na grathita vedikam 
na na vinyasa samyuktam yantra jala gavaksa kam. 
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The windows may be of artistic fret work of variegated designs. The 
beams of the roof must also be made of good artistry besides being 
sturdy and well supported. The whole of the mosaic work must be 
grand and majestic. In construction there should be no violence to 
symmetry. 

8. The ideal stage-house i.e., theatre, must resemble the cave of 
a hill (or rather a rock-cut cave of a hill) with 2 two floors provided 
with windows to let in gentle breeze but not winds disturbing the 
accoustics. 

11.87. 

kSryah saila guha karo dvibhumir natya mandapah, 
manda vatayano peto nirvato dhira sabda van. 

The interior of the walls must have beautiful paintings. 

11.92. 

citrakarmanica lekhyah purusah strijanahsta tha, 
lata bandhasca kartavyascaritam scatmabhogajam. 

The height of the auditorium floor has to be lowered relative to the 
height of the stage floor, having regard to visibility and audibility. 
The sitting space of the spectators must face the stage. 


2. DVIBHttMI. 

Two-floored. This has given rise to a harvest of controversy. Easily 
tempting is the conclusion that there is a ground floor and also a first floor above it. 
But some others have rightly pointed out that the stage is divided into two compart¬ 
ments transverse, so that two events contemporaneous in time could be performed 
on the stage and the audience could view it at a single sight. The writing of older 
plays, fromBhasa to Harsa, seem to postulate a double stage of this type both open to 
the view of the audience on the same plane and which remain mutually exclusive 
except for an improvised doorway for entrance closed by a movable javanika, 
a curtain. See Ch. XII wherein there is no indication to go up on to a first floor. 
The conventionalised acting for getting up is directed to be done on one plane only. 
But ‘dvibhumi’ of natya mandapa doesn’t exclude the possibility of the auditorium 
being in two tiers, convenient for the audience to sit and witness the performance 
unobstructedly, in which case dvibhumi applies to preksa grha and not to ranga only. 
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11.99.. 


hasta pramanai rutsedhair bhumi bhagasamuthitaih 
ranga pithavalokyamtu kuryad asanajam vidhim. 

9. The green room, or nepadhya. grha, behind the stage must have 
two entrances opening on to the stage. There must be entrances in 
the auditorium for the spectators to enter. 

The general descriptions apply to all the three types and to 
all the three sizes of theatres. 
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CHAPTER IV 


RANGA PUJA 

(Preliminary Stage Rituals) 


Imprimis, the theatre, now ready for use and occupation, had to be 
purified by tethering cows and allowing priests to reside in it, for 
seven days. The stage also must be cleaned and purified. The 
nayaka, the chief actor, put on new clothes and performed sacred 
rituals and ordained. He bowed to the Lords of the Trinity and other 
Celestials. In faith and in humility, all the gods and angels were 
propitiated for the grand accomplishment and to ward off all evil. 

2. The musical instruments were gathered at a place and the 
jarjara, the symbol of safety was worshipped. 

III. 13 and 14. 

tvam mahendra praharana sarva danava sudana 
nirmita stvam sarva devaih sarva vighnanibarhana, 

njpasya vijayam samse ripunam ca parajayam 
go brahmana sivam caiva natyasya ca vivardhanam. 

The prayer to the jarjara weapon of protection was: 

“ Thou weapon of Mahendra, the destroyer of the titans, 
you are installed by all the angels, you are the reliever of 
all destructions and impediments. Hail victory to the 
Ruler of the land; defeat of the enemies. Let there be 
peace and plenty. May the play, to be produced, be 
blessed with Accomplishment.” 

3. The auspicious timings for initiating the worship and prayers 
were enumerated. 

4. The stage was well decorated. The Master of Ceremonies, 
who was to conduct all the worship, was the NATYA ACARYA, 



Regisseur. Auspicious and fragrant articles were collected and used. 
The various parts of the stage were purified and the gods were installed 
by invocation. 

5. Line drawings in the shape of a lotus were painted on the 
centre of the stage (rangavalli). The designs were colourful, artistic 
and appositely painted on the floor. At the points of the airts, differ¬ 
ent gods were propitiated. 

6. After the worship, different sacrifices were offered. All the 
sub-divisions and compartments of the stage, auditorium and whole 
of the threatre-house were sanctified. Various mantras were piously 
recited. The burden of the prayers was for the splendorous success of 
the play and to ward off the evil forces. 

7. An earthen vessel—kumbha, with a gold piece in it, was 
stationed at the centre of the stage. Orchestra was played at high 
pitches. Sandal paste was used for worship. Unguents were in¬ 
censed. All the angels and gods were worshipped in the ordained 
manner. 

8. Sacrificial Fire (homa) was installed and offerings were 
made to the Divine Beings. These rituals were performed before 
the King and the players, who assembled there. The Regisseur— 
prayokta, conducted the homa. The vessel placed at the centre of 
the stage was broken for auspiciousness. The chief producer lit a 
lamp and waved it in adoration. The light was placed at the centre 
of the stage and loud reports of the musical instruments and fanfare 
were raised. 

9. No performance could be commenced without first perform¬ 
ing this ranga piija ritual. These were conducted without a fault. 
The natya acarya was well versed in the Sastras. He possessed 
humility. He was pure, clean and maintained a peaceful mind. 
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CHAPTER V 


TANDAVA LAKSANA 

• • 

(Dance Attitudes) 


Bharata having been initiated into the New Art and after completing 
the rituals known as Ranga Puja (Worship of the Stage), wherein 
all the presiding Deities were propitiated, prayed to Brahma. 

e< Oh Lord Pitamaha, presently behest us as to the performance 
of a play.” 

IV. 1/2. 

“ Agyapaya vibho ksipram kah prayogah prayujyatam.” 

2. Brahma commanded, the Natya acarya,—Bharata thus:— 

“ £ amrta manthana 5 the samavakara type of play, wherein the 
events relate to Devas and Asuras and which will be pleas- 

1. The author was closely associated with the compilation of the work 
* TANDAVA LAKSANA G. S. Press 1936. He has made free use of the work. 
He remains grateful to the three authors. 

2. ‘ amrta manthana * is an Epic event. The Devas who did not attain 
perpetual life, craved for the discovery of amrta—Ambrosia. They leagued in the 
asuras promising a share of the spoils and made tremendous efforts to chum the 
oceans, stationing the mandara mountain peak as a churning rod and encircling it 
with Vasuki, the serpent Lord, as the chruning tape. Grail of Ambrosia was acquired, 
besides several other precious products. This eventful story was dramatically thesis- 
ed by the Creator. Of the ten types or patterns of play, Samavakara was the model 
selected for the dramatic representaton of the theme. Samavakara type was fully 
described in a later chapter of the work—B.N.S. The length of the play was 
limited to three-Acts, the episodes comprised, dealt with deceit, acts of Vis major 
and finally accomplishment, amrta manthana—theme was very apposite slection 
for a Samavakara type of play. 

This was the primiere produced by the pioneer Regisseur Bharata; Brahma 
presiding. This is the world’s first play production. 



ing to gods may be produced. Such a production will be 
conducive to acquire the fruits of dharma, ardha and 
kama. I have composed it and may you stage it for the 
delight of all.” 

IV.2, 3. 

tato samyukto bhagavata yojayamrta manthanam / 
eta dutsaha jananam sura prltikaram tatha. / / 

yoyam samavakarastu dharma kamartha sadhakah 
maya pramathito vidva n sa prayogah prayujyatam. 

The first play ‘ amrta manthana ’ was produced and both the Deva* 
and Titans were happy over the production. 

3. Brahma developed a desire to produce the play—the one in 
the repertoire, before Lord Siva, the Divine Dancer. Siva permitted 
its production in his abode—kailasa. The site with the Hima¬ 
layan ravines, closetted with ranges of hills, with out-grown mango 
groves and beautiful cascades, was the arena over which Bharata 
Muni produced a play to the immense delight of Lord Siva at the 
command of Brahma. Thereafter, to please the supreme spectator 
Siva, Bharata produced a, dima 3 type of play entitled ‘ tripura daha.” 
Greatly delighted was Siva on witnessing this play and the Lord 
said that the play left an indelible impression on his mind. 


3. Dima-type was another stupendous pattern of a play of four-Acts length, 
Six rasas (srngara and hasa excepted) were suffused in it. A celebrated episode was 
dramatised. The magnanimous were the roles in it. The feelings were worked 
out to a high pitch of tempo. The atmosphere of the play comprised solar and 
lunar eclipses, frequent fall of meteros, outbursts of volcanos, blow of high winds 
and warfare to a tumultuous degree. Black Magic, sorcery and witchcraft practices 
were rampant. Sixteen heroes personnelled the dramatis personae. Arabhatf 
and Satvati natures are commingled. 

To suit the above pattern of play, the fable selected was Tripura daha, 
wherein the ruler of the three impregnable cities, who became a menace to the 
worlds, was annihilated by a coup-de-main by all the angels headed by Siva. This 
•tory dealing with the battle-divine of Siva was produced before Siva and, no wonder, 
it earned the commendation of that Lord. 
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4. Lord Siva in jubilation and ecstasy said to TANDU, his 
follower-in-chief, who was himself an adept in Dance, to initiate 
Bharata into the multifarious Nrtta—pure dance-patterns known 
as Karanas and Angaharas and Recakas. 

5. Tandu (Nandi) enumerated the thirty-two Angaharas. 
This can be said to be a multi-composite suite of controlled attitudes 
of the various limbs of the body, each performed with grace, vigour, 
movement and aesthetically suffused poses. The word Angahara 
seem to connote a garland of controlled attitudes of several limbs. 
These had the origin in and are dependent on Karanas. Roughly a 
Karana is a dance sequence consisting of combined suite of actions, 
mainly of the hands and feet. 

IV.28. 

hasta pada pracarasca yatha yojyah prayoktrbhih 
angaharesu vaksyami karanesuca vai dvijah 
sarve samangahara nam nispattih karanairyatah 

Two karana actions make an unit known as matrka. 

IV.31. 

dve nrtya karane caiva bhavato nrtya matrka 

dva bhyam tribhis caturbhir vyapyangaharastu matrbhih. 

IV. 171. 

caranasya nu gasca pi daksinastu bhavet karah, 
caryescaivatu yah prokta nrtta hastasta thai va ca 
sa matr keti vijneya tadbhedat karanani tu. 

matrka is a fundamental combined pose of hands and feet. This is 
technically explained as a combined action of caris (Feet-positions— 
movements) and nrtta hastas (patterned poses of palms). Combined 
action of the three karanas is known as kalapaka, four as bhandaka 
and five as sanghataka. Angaharas, sometimes fold in their presenta¬ 
tion six, seven, eight or nine karanas. It is never a single pose of the 
fixed (still) type but a continuity of attitudes of different limbs in a 
sequence always according to rhythm and beat of time. 
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6. karana is described as: 


IV. 57/2-59/2. 

prayena karane karyo vamo vaksah sthitah karah, 
caranasyan ugasacapi daksinastu bhavetkarah, 
hasta pada pracaramtu kati parlvo ru samyutam 

urah prstodaro petam vaksyamanam nibOdhata, 
yani sthanani yascaryo nrtta hasta sthadaivaca 
sa matr keti vinneyatadyogatkaranam bhavet. 

The versatile dansuese or danseur according to her or his skill and 
dexterity presents the several combinations of the poses of the limbs. 
Generally the left hand is rested on the chest. This is normally the 
start for any karana sequence to commence. The right hand is always 
moved to accord with an aesthetic and graceful cadence with the foot. 
These, with movements of the hands and foot, always align with the 
positions of the waist (kati), side (par&va), chest (hrdaya), back (prsta), 
and belly (udara). The movements of the hand and the patterned 
poses of the palms, lend grace to the sequential composite suite of 
actions of several limbs and all this is a karana. 

An attention pose is called soustava. (See Ch. X, Para 5). 

IV. 60. 

kati karna sama yatra kurparam sa sira stha tha, 

samunnatamurascaiva soustavam namatadbhavet. 

# * 

That posture in which the waist (hips) rump and the elbow are in a 
line with the ear, head, shoulders, normal chest and the knee is called 
soustava—An Attention pose. 

7. One hundred and eight karanas have been described in 
B N S. Their detailed study is tiresome to a general reader. But 
to illustrate, six karanas are herein described and their combination 
in a canonised sequence will result in the performance of an angahara, 
known as mada vilasita—lascivious dalliance. The order of the various 
karanas is: (i) mada skhalita, K. 99. Eccentricity in inebriation, 
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verse 160, (ii) mattalli, K. 27, Whirling, 92, (iii) tala samspho- 
tita, K, 69, Shouting, 130, (iv) nikuttitaka, K. 9, Fully curved 
arms over shoulders, 69, (v) urudvrtta, K. 98. Thigh up-turned, 
159, karihasta, K. 87, Proboscis, 148, katichinna, K. 11, Split waist, 
verse 73 and valit K, 31, Conjoint whirling, 92. 

The reader will find several technical terms in the given descriptions 
of the karanas. Attitudes of the several limbs are mentioned by 
their classified names which are explained in later chapters. The 
manner of these poses is included in the present explanation. K. 9, 
nikuttita, 69. Fully curved. 

nikuttitau yada hastau svabahu siraso antare (1) 

padau nikuttitau caiva jheyam tattu nikuttanam. 

The arms are fully curved over the shoulders, leaving space on either 
side of the head, with the legs fully bent. This is nikuttitaka karana. 

(Kohala, another authority, directs bending of the body and rais¬ 
ing it often in this nikuttitaka pose). 

K. II. kati chinna, verse 71, ‘ Split waist * (2) 

parya yasah kati chinna bahu sirasi pallavau 
punah punasca karanam katichinnam tu tadbhavet. 

The waist is moved round and round, the hands, pataka-posed are 
crossed at the wrists (svastika of the hand) and released, this, when 
repeated, is to be known as kati chinna. 

K. 31. valita, verse 92, (conjoint whirling) (3) 

apaviddho bhaveddhastah sucl pada sta thaivaca 
ta thatrikam vivrttam ca valitam nama tad bhavet. 

The hands are thrown out in abandon (apaviddha), the leg is raised 
and the knee stretched out to simulate a needle point (silci) and the 
waist is whirled, (vivrtta). This is known as valita. 

K. 69. tala samsphotita,130, Shouting. 
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druta muksipya karanam purastadatha pata yet, 
tala samsphotitau hastau talasamsphotite smrtau. 

The foot is raised quickly and projected out in front. The hands 
are clapped to produce sounds of shouting. This is known as tala 
samsphotita. 

K. 98. urudvrtta, verse 159, 4 Thigh upturned ’ (5) 

kara mavrtta karana muru prste c ncitam nyaset, 
janghancita tathodvrtta hyuru dvrttam taduchyate. 

Wave the hand and place it below the thigh so that the full arm 
is in curvature. The calf is bent and put in urudvrtta (the toes of 
one foot clasping the inner ankle of the other leg). 

K. 99. madaskhalita, verse 100 4 Eccentricity in inebriation 5 (6) 

karau pralambitau karyau sirasca parivahitam, 
padau ca valita viddhau madaskhali ta ke dvijah. 

The hands are let down hanging, the head moved from side to side 
(parivahita) then the following sequences of actions are performed 
with the foot. 

(i) The legs are first bent and moved in valita i.e., the knees 

are placed apart and a knee (preferably the right) 
is turned in circular formation. 

(ii) Then the legs from knees down arc crossed (in svastika) 

and released. 

(iii) These leg actions are repeated with the right and left. 

This suite of movements is known as madaskhalita. 

These six karanas when combined in a long drawn continuous dance 
sequence in a particular order and combining some other comple¬ 
mentary actions of other limbs in prescribed patterns make an anga- 
hara known as mada vilasita—Lascivious Dalliance. The text is: 

IV. Verse 209-210, A. 16. 

dolai karaiah pracalitai svastika pa srtaib padaih 
ancitair valitairhasta stala sanghattitaista ta tha, 
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nikuttitam ca kartavya murud vrttam tathaivaca, 
kari hastam kati chinnam madad vilasite bhavet. 

The hands—rather the forearm palms are upturned and moved in 
cradle swing formation,* the legs are crossed and interlocked, the 
arms, the feet and other limbs are moved in the order of karanas 
valita, K. 31, talasamghattita or samsphotita, K. 69. Then the other 
karanas of nikuttita, K. 9, urudvrttaka, K. 98, karihasta, K. 87, 
and katichinna, K. 93, are progressively and consecutively presented. 
The whole sequence is the aiigahara known as madavilasita , A. 16. 

The reader has to note that these poses can only be learnt from a 
master Artiste—natya acarya. As this is about an Art to be practised, 
theoritical instruction alone is never a complete recipe. 

7. Like this 108 karanas and 32 angaharas have been explained. 

8. recakas , * quick casting out movements *. 

These are four in number. They are movements including whirling 
and shaking. The recakas of the foot, waist, hand and neck are des¬ 
cribed i.e., pada, kati, kara and kantah. 

These actions of recakas are never independent units of dance pose- 
patterns, but are only dance actions included in a complementary 
way to add vigour and grace to the presentation of karanas and angaha¬ 
ras. 

recita and recaka are synonymous. 

recaka of the leg, consists in moving from side to side tripping and 
moving the feet in different ways. 

recaka of the waist is to spin it round and round and to move it back¬ 
wards. 

recaka of the hand consists in lifting up the hand, throwing it about, 
moving it in circular motion and drawing it back. Similarly the 
fingers. 

recaka of the neck, consists in raising up the neck, keeping it straight, 
erect, bending it, moving it sidewards or moving it in a circular motion. 
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Rahula, another authority described recakas as the several inde¬ 
pendent whirling actions of the neck, hands, waist and the legs. 

9. TANDU described to Bharata the terrific destructive dance 
of the twilight, performed by Lord Siva at the time of Daksa Yajfia. 

IV. 256. 

mrdanga bheripataih gya dindima go mukhai 
papavairdardu scaiva sarva todyaih pramaditaih 
daksa yagye 4 vinihate sandhya kale maheswarah, 
nanagaharaih pranr ty allay atala vasa nugam, 
pindi bandha sta to drstva nandi bhadra mukha ganah. 

To the accomplishment of music, orchestral synthesis consisting of 
mrdanga, bheri, patah, bhanda, dindima, gomukha and all the other 
musical instruments, Siva danced the twi light-all-comp rising-cosmic- 
dance at the time of daksa yajna. The dance repertoire consisted of 
all angaharas, the rhythm of movement, coordinating with the time 
beat of the assembly of music and fanfare. 

TANDU further narrated that Siva danced the recakas and angaharas, 
the vigorous movements and Parvati did the delicate and lovely 
cadences of the limb movements. 


4. Lord Siva married Sati or daksayani, daughter of Daksa—a progenitor. 
When he undertook to perform* a sacrifice out of an ill-will he bore against Siva, 
he behaved impolitely by not extending an invitation either to his daughter Sati or 
to her husband. But Sati, out of her affection to the father’s home, informed Siva 
and went to the sacrifice conducted by her father. Under rigid commands of 
Daksa, Sati’s visit was treated with indifference and positive neglect. In an utterly 
mortified and humiliated state of agonised feelings, she raised a fire and consumed 
herself. Siva in an arrant and ferocious manner destroyed Daksa and other hordes 
of miscreants by performing His Destructive Dance. 

Sati, reborn as Parvati, spent her youthful days in penance and austere 
living, prayed to Lord Siva, to be accepted as His Spouse. Siva and Parvati, the 
Eternal Spouses are symbolised to be the Original FIGURANT and FIGURANTEE 
His dance is of thejvigorous masculine type. Her’s is the delicate, graceful and 
feminine pattern. 
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10. Each god and goddess had for his or her counterpart a 
celestial spouse, symbolising an excellent VIRTUE. The twin 
dance of both the counterparts is known as pindi bandha. The 
counterparts of the angels are called pin<$is. All these variegated 
dance patterns were imparted to TANDU by Lord Siva and there¬ 
after they were called tandava—-TANDU 5 S dance repertoire. 

11. The rsis implored Bharata thus: IV. 267-271 

yada prapyarthe marthanam tagnairabhina yah krtah 
tasman nrttam krtam yetat kam svabhava mapecksate. 

nagitakardha sambadham nacapya r tha sya bhavakam, 
kasmannrttam krtamhye tat gite savasaritesuca. 

To this Bharata replied: 

atrocyate na khalvardham kamci nnr tta mapekaste, 
kimtusobham janayatitya tonrttam pravartitam, 
prayena sarva lokasya nrtta mistam svabhavatah, 
manglya mi ti krtva ca nrtta meta tprakir titam, 
vivaha prasavavaha pramoda bhyu daya di su. 
vinoda tarnam cete nrtta metatpra vartitam. 

Gesticulations are the means to get at the meanings of things and 
this is abhinaya. Then why are these nrtta—blank, pure dance 
movements agalore ? This has no reference to the meaning of the 
song. Then why these flat dance sequences sung in asarita type of 
music ? 

Bharata replied: c Yes. Nrtta has no bearing on the meaning of the 
words of the songs. It is performed and produced for its aesthetical 
grace, excellence and pleasing results. These dance cadences have 
their delight-producing effects. During times of festivities like marri¬ 
ages and birth of children, these nrtta performances are considered 
to be auspicious. It provides for a delightful diversion. It has an 
appeal which is universal and popular. Hence the importance of 
nftta. 
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CHAPTER VI 


THE PURVA RANGA RITUAL 


This is an elaborate chapter dealing with the lengthy ritual of purva 
ranga. It is common knowledge that the Vedic ritual known as 
purva mimamsa scrupulously deals with many details of sacrificial 
ceremonies. The rigour, the descipline, the propitiation to the 
gods, the offerings to be made and finally the accomplishment to be 
achieved by the master of the ceremonies, are based on the theory of 
doing acts and reaping their fruitful consequences to the transcending 
elevation of one’s own being. Analogically the theatric stage is 
considered as the Vedic Altar. All the Presiding Deities are propi¬ 
tiated, the orchestral music is tuned and timed and commenced. 
Two or three actors enter the stage, in a conventionalised gait, ac¬ 
cording the steps to music, sing paeans of invocation, adoration and 
praise, introduce the poet and the play and prepare the audience to 
be the fitting recipients of the feast of eyes and ears. This purva 
ranga ritual is a condition precedent to the commencement of the 
play. The performance is a Commandment. No transgression is 
permitted. No violation is tolerated. Any breach is considered to 
be perdition. 

2. The preliminary step is, assembling all the musical instru¬ 
ments at a place—in front of the nepadhya grha and at the back of 
the ranga (stage). A series of technical terms are used to describe the 
musical preface in these purva ranga rites. Each instrument is to 
be tuned to the proper drone of melody and harmony. Invocation 
to the gods, welcome to the King, the lord of the land and other 
spectators comprise the performance of nandi. 

3. After the tumultuous prelude, the sutra dhara, the regisseur, 
enters, with flowers in his palms. He is accompanied by two side- 
actors—pari parsvakas. They enter in a conventionalised sthanaka 



of vaisnava (vide Ch. X) bearing, auspicious looks and in an atten¬ 
tion-pose, soustava. They must have previously observed certain 
disciplines of piety and cleanliness. One of the side-actors carries 
the auspicious gold vessel, and the other bears the jarjara, the symbol 
of safety and victory. They must make five strides and prepare 
themselves for the worship of Brahma. These steps have to be taken 
by lifting the foot by three talas (27") and placing it again forward 
in the middle of the third tala. The regisseur showers or rather 
offers the hands-full of flowers on the centre of the stage, the seat 
of Brahma, the creator. They bow to this chief deity Brahma. 
Later obeisance is to be made to the audience. All the three move 
towards the place where all the musical instruments are assembled. 
Progressively all other presiding deities are worshipped. 

110 to 115. nandi. Ch. V. 

sutra dharah patheh tatra madhyamam svaramasritah, 
nandim padai dvadasabhihastabhi rvapyalam krtam, 

namostu sarva devebhyo dvijatibhyah subham tatha., 
jitam somena vai rajya sivam go brahmanayaca, 
brahmottaram tathaivastu hata brahmadvisastatha, 
prasasyemam maha raja prthivim ca sa sagaram, 

rastram pravardhitam caiva ranga sya sa samurdhyatu. 

preksa karturmahandharmo bhavatu brahma bhavitah, 
kavya karturya sasca stu dharmascapi pravardhatam, 
ijyaya canaya nityam prlyantam devata iti. 

nandi padantaresvesu hyevamastviti nityasah, 
vandetam samya guttabhirvagminau pari parsvakau, 

evam nandi vidhatavya... 

sutra dhara must recite the nandi in the medium tone and it must 
consist of twelve or eight words. The prayer is couched in this 
manner: 

cc I bow to all the gods. May prosperity dawn on the scholars. 

May the King, Soma, have all auspiciousness. So too 
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cows and scholars. May the King rule over the land and 
seas. May the Kingdom prosper and the stage have 
plentitude. May all the spectators be dharma-abiding. 
May the playwright-poet attain fame. May there be 
progress for dharma. May all the gods be pleased.” 

While this invocation is being uttered, the side-actors, who are always 
reputed for their grand eloquence say c be it so *—tathastu. Soon 
after this nandi invocation, the side-actors have to say ‘ digle, digle; 
and jhantu jhantu * in a rhythm according to time beats. 

Then a sloka must be recited in a high tone. The verse must be in 
praise of the God who is to be propitiated. Soon afterwards, a 
sloka in adoration of jarjara must be sung. Thuswise the invocation 
continues wishing for an all-round auspiciousness. 

5. Conventionalised steps have to be taken in movement. 
Songs of particular melodies have to be sung. Then enters the 
Court Fool—vidusaka. His conversation with the sutra dhara must 
be humorous, irrelevant and disjointed. It may even be extended 
to impertinence, illogicality and always be in the form of questions 
to initiate a dialogue. 

6. This is suddha type of purva ranga. The other is citra 
type and this is to be performed by adepts in dancing. There must 
be high pitched singing and loud fanfare. The flowers have to be 
strewn over wider areas. The dansueses have to perform angaharas 
and recakas. After this they exeunt. 

7. In the matter of singing and dancing there should not be 
any overdoing or any transgression of the canons and directions. These 
faults will displease the spectators and will cause their discom¬ 
fiture. Such a mal-play leads to the ruin of lucidity and clearness. 
The rasaite effect will be marred. The rest of the play will be flat 
and insipid. 

Production of a play is always known and understood as a sacrifice 
performed to please the gods. 

8. In the countries of Avanti, Daksina, Andhra and Magadhi, 
actors must perform purva ranga rites in either of the two ways. 

This is mostly guided by traditional practices. 
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CHAPTER VII 


RASA Gustibus—TASTE 

(Aesthetic Essence) 


1. The listeners of Bharata questioned him thuswise:— 

(i) Wherein consists the state of being in rasa ? 

(ii) What is rasa when applied to a play? 

(iii) What are bhavas—feelings and emotions? 

(iv) With what do the emotions deal? 

(v) What are Sangraha, Karika and Nirukta ? 

2. Bharata 

“ I can only expatiate on the above topics in brief, as this 
extensive science is inexhaustible.” There are innumerable texts 
and commentaries thereon. 

Sangraha is a compendious compression of topics of Natya- 
subject, dealt)with in Sutras and commentaries thereon.—(Bhasyas). 
This Sangraha exposition, in brief deals with (1) Rasa, gustibus: 
(2) Bhava, emotions and feelings; (3) Abhinaya, gesticulations; 
(4) Dharmi, Natural and conventional Rules; (5) Vrtti, Moods and 
Modes; (6) Pravrtti, Traditional Types; (7) Siddhi, Accomplishment; 
(8) Svaras, tunes; (9) AtSdya, Orchestral instruments; (10) Gana, 
Music; (11) Ranga, Stage; Further, some texts also include in San¬ 
graha; (12) Upacara, Etiquette and (13) Mandapa, Auditorium; 

Thus the subdivided topics are thirteen and these are com¬ 
prehensively called SANGRAHA. 

3. Karika. ‘ Expanded Expressions\ 

These are literary modes of expression in verses expanding 
the meanings and purport, covered by trite and pithy sayings known 
as Sutra. 



4. Nirukta. ‘ Etymological Diction \ 

The derivations attached to several ‘ nouns 5 as found in 
dictionaries—nighantu, the various declensions of verbal roots, and 
the basic rules of interpretation to milk out the meanings, are the fea¬ 
tures and contents of Nirukta. 

Special import of words and derivative connotations of ex¬ 
pressions are also dealt with in Nirukta (Technical terms). 

Sahgraha is an elaborate and explicit narration of the know- 
ledge of Natya as gathered from the pre-existing Karika and Nirukta 
—comprising of technical terminology. 

5. Rasa. Eight “tastes” are recognised. (Aesthetic essences— 
gustibus). 


1. Srngara: 

2. Hasya: 

3. Karuna: 

• 

4. Roudra: 

5. Vira: 

6. Bhayanaka 

7. Bibhatsa 

8. Adbhuta 


Beauty in excelcis. 

Buffoonery including wit, redicule and 
foolery. 

Mercy and compassion. 

Terrific and frightful. 

Heroic and magnanimous. 

Weakness in fright. 

Loathsomeness. 

Wonderment. 


6. Bhavas classified and listed. 

There are three types of Bhavas—Emotions and feelings, 
(i) Sthayi, stable and composed; (ii) Sancari, fleeting and varying; 
(iii) Sattvaja, immanent, innate, natural and involuntary. 


Sancari is also known as Vyabhicari. 

I. Sthayi—Stable, composed and lasting feelings and emotions. 
These are eight in number. 
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1. Rati 

2. Hasa 

3. Soka 


Consummation of joy and happiness. 
Merriment and hilarity. 

Sorrow consequent on separation. 



4. Krodha 

5. Utsaha 

6. Bhaya 

7. Jugupsa 

8. Vismaya 


Excitement and anger in resentment. 
Exultation of spirits. 

Timidity due to fear. 

Loathsome feeling causing disgust. 
Struck with wonder. 


II. Sancari or Vyabhicari—Fleeting, incidental and varying 
emotions. 


These are always ancillary to the stable emotional conditions. 
They are thirty three. 


1. Nirveda: 

2. Glani: 

3. Sahka: 

4. Asuya: 

5. Mada: 

6. Srama: 

7. Alasya: 

8. Dainya: 

9. Cinta: 

10. Moha: 

11. Smrti 

12. Dhrti: 

13. Vrida: 

14. Gapalata: 

15. Harsa: 

16. A vega: 

17. Jadata: 

18. Garva: 

19. Visada: 

20. Autsukya: 

21. Nidra: 

22. Apasmara: 

23. Supta: 

24. Vibodha: 

25. Amarsa: 

26. Avahita: 


Pressure in agitation. 

Depression of feelings. 

Dubious condition. 

Jealousy. 

Lustful passion. 

Exhaustion. 

Slothfulness; Languor. 

Meekness. 

Sorrowful and cogitation. 

Infatuation. 

Mindfulness; Memory. 

Fortitude. 

Bashfulness. 

Fickleness. 

Exhilaration. 

Impetuosity. 

Dullness; Stupor. 

Pride; Arrogance. 

Dejection, Despair. 

Deep expectation. 

Sleep. 

Incoherence and tipsy talk. 

Deep sleep. 

Awakened state; wakefulness. 
Undeserving compassion, intolerance. 
Dissimulation, ornate concealment of 
passions 
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27. Ugrata: Ferocious anger. 

28. Mati: Intelligence. 

29. Vyadhi: Disease, Imbalance in health. 

30. Unmada: Madness. 

31. Marana: Death; Complete prostration. 

32. Trasa: Extremely puzzled. 

33. Vitarka: Suspense and extreme doubting. 

III. Sattvika or Sattvaja: Immanent and innate natural feelings. 


1. Sthamba: Motionless and immobile. 

2. Sveda: Sweating. 

3. Romanca: Horripilation. 

4. Swara Bhanga: Distortion in voice. 

5. Vepathu: Tremor. 

6. Vaivarnya Change of colour of the face. 

7. ASru: Tear-ridden. 

8. Pralaya: Deadly Swoon. 

(These three types of Bhavas are dealt with in Chapter VII.) 

7. Abhinaya: Gesticulations. (Actions). 

Four ways of gesticulations—abhinaya—are dealt with. 

1. Angika: Bodily and limb movements. 

2. Vacika: Vocal expressions. 

3. Aharya: Decor, makeup and costume. 

4. Sattvika: Natural and realistic expressions. 

8. Dharmi: This is of two kinds. 

(i) Loka Dharmi: Imitation of Nature. 

(ii) Natya Dharmi: Conventionalised for the Stage. 

9. Vrttis: Moods and Modes. 

These are sub-divided into four: (i)Bharati: dealing with the lan¬ 
guage ; (ii) Sattvati: is the natural; (iii) Kaisiki: Subtle, delicate and 
lovely actions, (mostly feminine) and (iv) Arabhati: Vigorous, fero¬ 
cious and masculine actions. 


80 



10. Pravrttis: Regional schools of Dance Tradition. 

(i) Avanti: Round about the city of Avanti. 

(ii) Daksina: South of the Vindhyas. 

(iii) Odhra: Orissa. 

(iv) Pancala: Punjab (Greater). 

(v) Madhyama: Central India. 

11. Siddhi: Accomplishment: This is of two kinds. 

(i) Manusi — Human. 

(ii) Daivi — Divine. 

12. Svaras: * Staff Notation ’. 

Tonic: Solfa Notations, (music—fundamental vocal sounds) 


These are seven: 


(i) Sadja 

Sa. 

.(ii) Nisada 

na. 

(iii) Rsabha 

ra. 

(iv) Gandhara .. 

ga. 

(v) Madhyama.. 

ma. 

(vi) Pancama .. 

pa. 

(vii) Daivata 

dha,. 


These are tonal progressions into a pitch and regression, 

(Solfa notations are:— 

do (or) ut; re, mi, fa, sol, la and si or te). 

13. Atodya: ‘Orchestral instruments’. These are of four 
kinds. 

(i) ‘ Tatafti Stringed instruments. 

(ii) Avanaddham Drums—percussion. 

(iii) Ghana Cymbals. 

(iv) Susira Wind instruments. 
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14. Ganam. Singing. This consists of five types. 


(1) Pravesa: 

(2) Aksepa: 

(3) Niskrama 

(4) Prasadika 

(5) Antara 


Commencement. 

Sustaining as a sound. 
Winding up. 

expansion and spreading out. 
(contained in). 


These are always attuned to Dhruva tala in time beats. (Ranga 
and Mandapa are the same). 


15. Prakrti. Realistic Representation. This is of three types. 

(i) The Superior, 

(ii) The midium and 

(iii) The ordinary. 

16. Upacara. Etiquette and courtesies. 

This is two-fold, (i) Within and (ii) Without. 

(i) Bahya; without and (ii) Abhyantara; within. 

17. Ranga. Stage (Mandapa). 

This is of three types as described in chapter II. 

Square, Oblong and Triangular. 


This VII Chapter is very significant, as it analytically deals with 
the several subjects that comprise the whole of THEATRICS. These 
topics are dealt with including apocryphal interpolations for eg. prakrti, 
upacara and Mandapa. The expatiation of each of these topics 
forms the complete thesis of Natya Sastra, its core and substance. 

This Chapter is concluded by dealing with the first topic c rasa ’ 
TASTE. 
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CHAPTER VIII 


RASA—GUSTIBUS 


“ Dc Gustibus non disputandum 

(There can be no dispute with regard to TASTE). 

1. Bharata expounds the theory of RASA, as contained in Sutra 
granthas. Sutra-treatises. 

2. No meaning will transpire or proceed without the admixture 
of some rasa. Rasa emanates, arises and springs out of the combina¬ 
tions of (1) Vibhava, (2) Anubhava and (3) Vyabhicari. In this 
connection an analogy is given for clearer understanding. It is even 
as several ingredients, roots, condiments and other substances mixed 
and seasoned together that give an edible taste. It is like a treacle 
mixed with other substances to make a cake which tastes well. Simi¬ 
larly several stable conditions, influenced by several emotions attain 
the status of rasa. 

(i) Vibhava: Thought, feeling and emotion. 

(ii) Anubhava: Physical manifestation of thought, feeling 

and emotion (vibhava) either in words or 
actions i.e. 3 body-cum-limb movement 
and gestures. 

(iii) VyabhicSri: See ante. 

3. How is rasa tasted ? 

It is even as good and healthy people eat the edible pre¬ 
pared out of several condiments, and derive pleasure out of it. Ana¬ 
logous are the stable conditions and emotions modulated by. speeches, 
poses and postures which produce different kinds of emotional ex¬ 
pressions and which are so enjoyed by the onlookers, who are the elite 
and goodmen. They derive pleasure from the spectacle performed 
and produced by the expert actors. 



The authoratative verses are: 

VI, 

35. 

yatha bahu dravya yutairvyanjanairbahu bhir- 
yutam, 

asvada yanti bhunja na bhaktam bhakta vido 
janah.” 

36. 

bhavabhinayasambaddham sthayibhavam stha- 
tho budhah, 

asvadayanti manasa tasma nnatya rasah smrtah ” 

As experts in good taste of food swallow the comestibles 
made of different kinds of substances, even so do wise men swallow 
by their receptive minds the various expressions of the actor indicative 
of varied emotions, and enjoy. This pleasure-experience is called 
Natya rasa. Thus the spectators become rasaite i.e. they have a 
gustatory experience. 

4. The listeners put the next poser to Bharata, thuswise: 

Is it that the emotions arise out of rasa or rasa out of emo¬ 
tions ? 

To this Bharata answered: “some experts consider that 
emotions and rasas act and react on one another. But I do not 
subscribe to this view. 

The rasas spring out of expressional modulations. 

VI 38 

nanabhinaya sambaddhan bhava yanti rasani man, 
yasmattasmada mi bhava vijneya natya yoktrbhih ” 

As the taste —rasa is held to emanate (in the spectators) 
from the variegated emotional expressions and movements (of the 
actor) the gamut of emotional expressions have to be scanned and 
studied by Regisseurs of plays (Prayoktah). 
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VI 39 


nana dravyair bahu vidhair vyanjanam bhav yate 
yatha 5 

evam bhava bhava yanti rasa nabhinayaih saha 55 

Even as a product of different condiments is palatably reli¬ 
shed, so the bhav as are pleasingly experienced by tasteful actions— 
rasa-abhinqya. 

The above explanations lead to the further inference that 
there can not be any rasa, devoid of emotional expressions or vice- 
versa. Abhinaya —action is a composition of emotions andnwfl and 
this secures the accomplishment— Siddhi. 

Even as a tree grows out of a seed and bears flower and fruit, 
so the rasas are like the germinating seed and the bhavas are dependent 
upon them. 

VI 42 

yatha bijadbhaved vrkso vrksat puspam phalam yatha’ 
tatha mulam rasah sarve te bhyo bhavah vyavastitah” 


Therefore the stable conditions are the indices of rasas. Bhavas 
are always impregnated with the essentials of rasa. 


5. Originally only four rasas are recognised. Srngara, Raudra, 
Vira and Bibhatsa. The travesty of Srngara is Hasya. Similarly 
Raudra into Karuna, Vira into Adbhuta and bibhatsa into Bhaya- 
naka. The following are the colours that signify the eight rasa and 
the presiding deities of each: 


(1) Srngara 

(2) Hasya 

(3) Raudra 

(4) Karuna 

(5) Vira ' 

(6) Adbhuta 

(7) Bibhatsa 

(8) Bhayanaka 


Syama, Dark green or blue: Visnu. 
Sveta: White: Pramatha ganas. 
Rakta: Red: Rudra. 

Kapota: Pigeon colour: Yama. 
Gowra: Pale red: Mahendra. 
Pita: Yellow: Brahma. 

Nila: Violet: Maha kala. 

Krsna: Black: Kala Deva. 
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CHAPTER IX 


RASAS—TASTES 

SRNGARA 

* 


This £ taste ’ springs out or emanates from the stable condi¬ 
tions of pleasurable feelings in their exuberance. That which in 
ordinary course of life, is pure and clean, agreeable to intellect and fit 
for sacrifice, brilliant and good to look at, and is assimilated with the 
idea of Srngara—beautiful, is the state of Sthayl Bhav.a. One that 
is gaudily and brilliantly dressed, is called—generally a srngara 
person, Moreover, the names of some persons intrinsically by 
themselves will be suggestive of c high birth ’, noble lineage and herit¬ 
age, and excellent habits; so too the names of these rasas —tastes, 
which are passim found in Natya Sastra. They are self-suggestive 
in regard to their origin, mode and purpose, as though somebody 
teaches us what they signify and mean. This Srngara, purified as it 
is, distilled, through acara—customary habits, is always pleasing 
and captivating by its brilliance and other ornamentation. This 
attaches to both sexes, being part of the very nature of high birth 
and youth. 

2. Srngara has two foot-holds: 

(i) Sambhoga Meeting and Consummation. 

(ii) Vipralambha Separation and consequent agony. 

(1) Sambhoga: 

Emotional flowering of Srngara sensations is produced in the 
following milieu: 

(i) Agreeable seasons. 

(ii) Decoration with flower garlands. 

(iii) Application of scents and unguent pastes. 

(iv) Tiolette. 



(v) Company of those desired. 

(vi) Fine houses and beautiful apartments. 

(vii) Visits to orchards and arbours. 

(viii) Listening to good music. 

(ix) Witnessing pleasant things. 

(x) Dalliance leading to ecstatic joy. 

The gesticulations must be nimble and agile. They must be 
of the eye, eye-brows and side glances. The speech must be pleasant 
and sweet. The above actions should never be overtaken by any of 
the sour fleeting feelings (vyabhicari) like slothfulness, wrathfulness 
and dejection etc. 

The milieu consisting of the display of the actions of the above 
pleasant features and conditions will be conducive to reach the ripened 
stable feeling known as Sthayi bhava, rati. When the actor repre¬ 
sents or simulates the co-ordinating postures and actions and reaches 
the stable feeling, rati, then springs out in the spectator, the relish 
and flavour, taste, known as Srngara rasa. 

Vipralambha: 

The actions in this state must display the following feelings and 
emotions. 

Uneasiness, dejection, suspense, envy, exhaustion, drooping, 
expectation, sleep, deep slumber, dream, wakefulness, diseased 
state, madness, incoherence, dullness, stupor, death and the rest of 
the feelings of discomfort and ill-temper. 

Srngara is always considered to comprise of Sambhoga and 
vipralambha. The latter which always covers mercy and sympathy— 
Karuna, has ten sub-divisions as dealt with, by the author of vysika 
sastra (Science of erotics). 

Karuna:—mercy and sympathy arise in cases of imprecations, 
degradation, intricacy, separation from the dear ones, ambition, 
death, as also in states of deep anxiety, sorrow out of some considera¬ 
tion and attachment. 
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Srngara comprehends all feelings of Karuna also. 

VI (Prose): 

“eva manyah karuno nyasca vipralambha iti”. eva mesa 
sarva bhava samyuktah srngaro bhavati 33 

Srngara is essentially filled with pleasurable feelings and ac¬ 
companied by effects of seasons, adornment with flowers, and liaison 
between lovers. Moreover it also arises when lovers visit arbours 
and orchards, and travel enjoying landscape. 

These have to be displayed with beautiful actions of the eyes 
and smiling faces, pleasing words, by fortitude, pleasure and fine 
dressing. Exuberance of elation is the keynote. 

(The feature of ‘ rasa 3 in this chapter will be better understood 
after re-reading it and after the next chapter on bhava is perused. 
Both are the important components of the full concept of rasa ). 


3. Hasya:—Buffoonery including wit, ridicule and foolery. 


The basic stable condition is hasa, laughter and merriment. 
This consists of counterfeiting and portraying the defects of others. 
This may be in dressing, ornamentation, craftiness, putting on con¬ 
ceited appearance, wavering, cunning nature, undignified conversa¬ 
tion, betrayal of awkwardness and general drawbacks. These are 
displayed by the actions of nose, cheeks, expanded looks, making 
contorted and distorted actions, sweating, discolouration of face, 
drawing the attention of neighbours, laughing uproariously, keeing 
the palms at the waist. 

The following fleeting emotions go to the aid of hasya rasa: 


(1) Avahiddha 

(2) Alasya 

(3) Tandri 

(4) Nidra 

(5) Svapna 


Dissimulation of internal feelings, 
slothfulness. 

Laziness. 

Sleep. 

Dream. 



(6) Prabodha Awakened state. 

(7) Asuya Jealousy etc. 

These feelings of Hasa are of two kinds: 

(1) Atmasta Subjective. 

(2) Parasta Objective. 

If the performer himself laughs over his own action, it is sub¬ 
jective—atmasta; it is objective if he makes others laugh—parasta. 

VI (Prose): 

yada svayam hasati tadatma sthah, 
yada tu param hasa yati tada parasthah ** 

That is known as Hasya Rasa where one is provoked to laughter 
on seeing unnatural dressing (viparita alamkara), queer conduct 
and habits, and peculiar names. One is also induced to laugh at the 
greotesque habits, speech, movements of the body and dress. 

Laughter-emotion is found to manifest in six ways, having regard 
to the classes of persons, their status and circumstances. 

(1) Smita Smile. 

(2) Hasitam Laughter. 

(3) Vihasitam Loud laughter. 

(4) Upahasitam Ridiculous laughter. 

(5) Apahasitam Unnecessary and impertinent laughter. 

(6) Atihasitam Excessive laughter. 

Smita (smile) and Hasitam (laughter) are found in the superior 
type of persons; similarly vihasitam (loud laughter) and upahasitam 
(ridiculous laughter) in the medium type and the last two varieties 
Apahasitam (unnecessary and impertinent laughter) and Atihasitam 
(excessive laughter) are found in the ordinary. 



In the Superior type: 

1. Stmita (smile): The manifestation of this feeling consists in 
expansion of the cheeks and eyes and elegant looks. The teeth are 
not exposed and the whole demeanour is grave enough. 

2. Hasita (laughter). There will be slight expressive expan¬ 
sion of the eyes, face and cheeks. Closed teeth-line is slightly ex¬ 
posed. 

In the medium type: 

3. Vihasitam (loud laughter). Eyes and cheeks are slightly 
contracted. These actions are accompanied by sweet and agreeable 
voice. They are dependant on circumstances and time and change 
of hue on the face. 

4. Upahasitam (ridiculous laughter). In this, the nostrils will 
be expanded, the looks are crooked, the heads of the shoulders are 
shrunk and contracted. 

In the ordinary type: 

5. Apahasitam unnecessary and impetuous laughter): 

The laughter is out of place. Eyes are filled with tears. 
The heads of shoulders are shaken up. 

6. Atihasitam (Excessive and uproarious laughter): 

The eyes are tear-filled in excitement. Roaring voice 
is audible. The sides are held by hands and pressed down to over¬ 
come the outburst of laughter. 

The contexts for the six varieties of laughter in the three 
types have to be created in literary works having due regard to the 
superior, medium and ordinary types of persons. 

4. Karuna—Mercy and compassion. 

This arises out of the stable conditions of Soka, (sorrow on separa¬ 
tion). The following are the feelings that aid the stable condition. 

91 



Feelings that are consequent on (1) a curse, (2) distress, (3) fall or 
degradation, (4) bereavement, (5) separation from dear ones, (6) 
loss of wealth and prowess, (7) killing, (8) bondage, (9) casualty, 
(10) serious injury, (11) sorrow when re-united and (12) when one is 
killed. The above feelings are enacted by tears, crying, dryness, 
discolouration of the face, languid limbs, deep breathing, sobbing 
and trance. 

The ancillary and fleeting feelings are:—agitated state, 
depression, moody and sorrowful condition, uneasiness, trepidation, 
confusion, swooning, wearisomeness, fear, low spirits, disease, dullness, 
lunacy, incoherence, trembling, slothfulness, death, violent shaking 
from top to toe, discolouration, tears and change of voice. 

5. Raudra. (Terrific and frightful). 

The taste has its basis in the stable condition (sthayi) of 
Krodha—Anger, and it embodies the natural expressions of raksasas, 
titans, or men in high excitement. This is generally the penultimate 
stage for the outburst of a quarrel. This rasa is displayed by feelings 
of anger, attacking passions, despising, insulting, disgracing, uttering 
falsehoods, maligning, striking, violent dealing, harsh speech, contu¬ 
mely expressions, envy and the like. 

The above congeries of feelings and expressions are manifest 
in the following actions:— 

Beating, tearing away, teasing, cutting, giving blows, 
dragging, discharging missiles, damagingly hurting, 
shedding blood and the like. Further bloodshot eyes, 
sweating, knitting of the brows in anger, hindering and 
arresting, biting the lips, grinding of the teeth, bulging 
of cheeks, squeezing of hands, fingers and the like. 
The feelings underlying this emotion are extreme 
vigilence and alertness, excitement, trepidation, im¬ 
placable anger, terrific appearance, haughtiness, wild 
looks, shuddering with anger, hair standing on end, 
and trembling voice. 

Anger is taken for granted with some like the raksasas etc. 
Their very appearance like multiheadedness and handedness dis- 
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hevelled hair, blood-shot and protruding eyeballs, fearful and black 
appearance are provocative. Even in their minions one can detect 
the qualities of militancy, belligerancy and quarrelsomeness. 

More than all this, this rasa consists of, or emanates from, 
terrific voice, cruel and loud tones, use of weapons, and movements 
teeming with all kinds of terrific acts. 

6. Vira. Heroism and magnanimity: 

This noble rasa emanates from the basic stable feeling of 
exhilaration of spirits (utsahatmaka). 

The feelings that aid the above in a complementary manner 
are alertness accompanied by constant attention and vigil, politeness, 
polity, strength, enterprising valour, boldness, dexterity, in excelsis. 

They are exhibited by qualities of fortitude, determination, 
pride, tribulation, sternness, undue mercilessness, self-consciousness, 
sobriety, wakefulness and horripilation. 

Mournful mood and betrayal of bewilderment are foreign to 
this Vira rasa. 

Further the feelings are displayed through steadiness, courage, 
pride, hilarity and exhilarating spirit. Valorous prowess, shown by 
use of words and indicative of contempt for the lowly are also features 
that contribute for the rasa. 

7. Bhayanaka. Weakness in fright. 

This is born out of the stable condition of fear. The same is 
exhibited through the feelings of grotesqueness and unpleasantness. 
It includes such expressions naturally made manifest on hearing ill- 
omened voices of foxes, shrieks of owls and allied sounds, that per se 
cause fear and a shudder. Entering empty and deserted houses and 
the thick of wild forests causes this feeling. Moreover the news of 
the destruction of the nearest and the incarceration of dear ones has 
the same effect. The above terror-stricken feelings are displayed 
by the trembling of hands and feet, unsteady looks, horripilation, 
discolouration of the face, change in the voice and the like. 
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The fleeting feelings that are ancillary to the above are: 
standing still, sweating, suspense, stupor, sinking, trepidation, stupid 
vacancy, fear, incoherent babbling, death and general insensibility. 

Moreover, Bhayanaka is well known to consist of the effects 
of wild voices, too much of placidness, witnessing a battle terrific, 
entering dark forests, vacant houses, hearing the news of transgression 
of the law of the King and command of the teacher. 

The fear so caused by the above is displayed by the distortion 
of the body, face, looks, standing motionless, looking agitatedly, 
dried up demeanour, fluttering of the hearts and horripilation. 

The expression of placidity which is generally the anti¬ 
thesis of frightened condition (because of its overbearing and in¬ 
voluntary nature) arises out of the same feelings and conditions but in 
placid state, the expression is mellow and soft. This fear-feeling is 
manifest in the actions of trembling hands and feet, motionlessness, 
still body, contracted action of the heart, dryness and hoarseness of 
the lips, cheeks and throat. 

8. Bibhatsa. Revolting and loathsome. 

The stable conditions out of which this taste arises are un¬ 
pleasantness, unwelcome state, aversion, ignoble and ill-famed events, 
unclean and undesirable things, unsuitable sounds to the ear and grotes¬ 
que scenes to the eye. Also the feelings like agitation, nauseating 
sensation produce this condition. 

The same is displayed by the uneasiness of the body, dis¬ 
temper, distortion of face and nose, rubbing, sneezing, spitting, un¬ 
easy movements of the body and the like, twisting contortions of the 
face, eyes and nose (closing of the nostrils to ward off stink), pressing 
down the nose, bent head, looking down, hopping without reason and 
tripping of the foot for unknown causes. 

9. Adbhuta. Wonderment. 

The stable conditions out of which this taste arises are 
surprise on seeing a divine being, accomplishing cherished objects, 
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visiting pleasure gardens, temples, large audiences, an aeroplane or 
any aerial or space vehicle, magic, sleight of hand, and things that 
happen out of the natural way. 

The same are displayed by fully opening the eyes, looking 
as things aghast, horripilation due to excitement, tears of joy, sweating, 
pleasurableness, applaus, awarding presents, composing verses 
extempore, asking for an encore and exclamations, like Hah, Hah, 
continuously. Further the feelings are manifest in extreme pleasure 
uttering hysterical cries, fortitude, dullness and stupor, behaving as if 
lost in a grand spectacle. 

10. It is agreed on all hands that the ninth rasa Santa (Tran¬ 
quility) was not one countenanced and recognised by Bharata. But 
later writers on Literary Ornamentation gave a place to it inspite 
of the controversy. But it is recognised as a rasa, for purposes of refut¬ 
ing its place as much. Its mention has come to stay. Some editions 
of B N S have wisely included the passages explaining this rasa on the 
firm ground of its expatiation by Abhinava Gupta pada carya, the 
Great Commentator of BNS. 

§ anta. (T ranquility). 

The stable feeling is §ama; placidity and pacification. 
This leads to the Finale: Liberation of the spirit—Moksa. This 
arises out of knowledge of the Ultimate Reality. Renunciation of 
things mundane, and purity of intention (thought, deed and word). 
The display of the above consists of Yama—self-control, Niyama— 
austerity, Adhyatma—Introspection, Atma Dhyana—self-realisa¬ 
tion, Dharana—Receptivity, Upasa—penance, Sarvabhuta daya— 
compassion towards all created beings, communion with the Higher 
Spirit and understanding or awareness. 

The ancillary feelings and emotions are agitation, recollec¬ 
tion, sternness, purification of the different classes of society, steadi¬ 
ness and horripilation. 

Further, Santa springs out from the complete control of the 
organs of sense and actions by taking a firm foothold in introspection 
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and wishing the welfare of all animated beings. Even so when there 
is the sublime feeling beyond the reach of weal and woe or hatred 
and jealousy and looking on all beings with equality. 
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CHAPTER X 


BHAVA-FEELINGS AND EMOTIONS 


1. The discourse on 4 Bhava 9 , feelings and emotions opens 
with the questions of the e listening 9 pupils of Bharata. 

(1) Bhava: What is it? (2) What is it that tends to 
become Bhava? (3) What are they going to become? 

2. The answers are the synthesis and analysis of the subject 
of Bhava. 

The coordination of some essential ideas and feelings cor¬ 
related to the theses of poesy and as interpreted by word, body and 
mind is Bhava. 

Verbal root is c Bhu 5 —To do. Bhavitam is conceived or 
made. Similarly Vasitam—smelling. The meaning is—specialised. 
It is well known in worldly experience that when we say such a thing 
is saturated with a particular scent or taste, we use the word Bhavita. 
The idea is conceived and seasoned in the mind and through the word 
and action it is expressed for purposes of communication to others 
and this is Bhava, Whatever idea or thing is suggested by the word 
Vibhava or Anubhava, in the actions followed by body, speech and 
mental feelings that is known and connotated to be the concept of 
Bhava. 


That is Bhava where there is a combined effect of speech, 
body, facial expression and the natural instincts (in all actions) along 
with what is conceived in the mind of the poet—what he meant and 
intended to communicate. 

3. Then the question arises, what is Vibhava? 

Vibhava is both the subject and object of knowledge. The 
idea, when well dressed and seasoned with the actions of speech, body 
and natural disposition, assumes the name of vibhava. It is also the 
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unit of knowing (vijnata). It is called vibhava because many ideas 
are incident to the several actions of word and body. The specialised 
process of knowing the idea and the actions of speech and body is 
technically termed as Vibhava. 

4. Anubhava. 

The combined actions of body, mind and natural feelings 
are realised and are manifested for easy comprehension and this is 
known as the process of Anubhava. Where an idea or a theme is con¬ 
ceived and experienced in all its variations and ramifications by the 
combined actions of speech and body, it is known as Avibhava. 
External manifestation of the concluded Vibhava is Anubhava. 

The mere idea—bhava, its ideation becomes perfect or com¬ 
pleted, when coordinated with Vibhava and Anubhava i.e., when it 
is well settled for comprehension it is Vibhava, and when well percei¬ 
ved and understood by experience, it is Anubhava. 

Anubhavas and Vibhavas are all within the experience of 
everyman in the world and these accord to the course of worldly life. 

5. There are three subdivisions of Bhavas. 

(1) Sthayi—stable .8; (2) Sancari or Vyabhicari 33; 

and (3) Sattwaja or Sattvika, involuntary and natural 8; 
making a total of forty nine. 

These are the indices of appreciation of the import of the 
essence in poetic compositions. These in combination with the 
ordinary qualities of nature give rise to what are known as Rasas. 

VII. 12: 

yordho hrdaya samvadl tasya bhavo rasddbhavah 
Sariram vyapyate tena suskam kasta mivagnina ” 

That subjective quality which is in coordination or in corres¬ 
pondence with the inner heart, its dormant empathetic response, 
that state is the origin of Rasa—TASTE (a congeries of mental feelings 
and emotions). It is like fire that inheres in the piece of timber. 
It pervades the whole system of physical and intellectual make up. 
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The question arises, if the so called Rasas are to spring out 
of a combined action of natural qualities along with the aforesaid 
forty nine Bhavas, which inhere in poetic compositions, why then 
do the natural and stable conditions obtain the classification of Rasas 
as such. The answer is given by citing an analogy. Just as hands, 
feet, abdomen and other limbs are common to all men, still among 
them attain the dignity of kingship on account of birth, habits, 
decorum, character, education, virtuosity and the like, so some 
among the people are, on account of their uncultured intellect become 
servants or followers. Even so do Vibhava, Anubhava, Vyabhicari 
feelings become dependent on Sthayi Bhavas, which ripen into a Rasa, 
when experienced by a spectator. Sthayi Bhavas have attained the 
dignity of overlordship over others and similarly other Bhavas attach 
themselves to these on account of the superiority of Sthayi Bhavas. 

Sthayi Bhavas attain the dignity of Rasa; Vyabhicari and other 
Bhavas resemble the retinue. 

Projection of the same idea is made through a simile. It is like 
a king accompanied by a large caparisoned retinue, who comes 
to be recognised as a king, to the exclusion of any other person in the 
congregation. 

VII. 18. 

yatha naranam nrpatih sisyanamca yatha guruh. 
evamhi sarva bhavanam bhavah sthayi mahaniha. 

Even as a king is to his subjects, or a preceptor to his disciples, 
so is Sthayi, superior to all other Bhavas. 

6. Sthayi Bhava. (i) Rati. 

Consummation of joy and happiness. 

It is even Ananda personified. This is suffused with pleasure. 
The accessory to the fleeting and contingent Vyabhicari feelings are, 
seasons, flower garlands, scented pastes, jewellery, palatable dishes, 
apartments, pleasure resorts like arbours and total absence of unplea¬ 
santness. 
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These delightful feelings are displayed in the following 
manner. Smiling face, sweet speeches and words, graceful, 
charming movements of the eyebrows and glances. 

The rasa of Srngara arises out of the Sthayibhava of rati, 
when there is the fulfilment of an object. It is displayed as indicated 
above and with placid temperament. 

VII. 8. 

yatha naranam nrpatih sisyanamca yatha guruh 

evam hi sarva bhavanam bhavah sthayl mahaniha 

7. (2). Hasa: (jocularity, merriment and hilarity). 

This arises from mimicry in imitating others’ actions, slight 
tendency to cheat, practical joke, disconnected and incoherent talk 
either wantonly or due to stupidity, impertinent forwardness, meddle¬ 
someness, and perverse stupidity and oddity or liberty. 

The same has to be displayed by following actions:—laughter 
etc. (The six types having regard to the type of persons) Ch. VII 

8. (3). Soka: Sorrow consequent on separation. 

This emanates from the following circumstances. Separa¬ 
tion from dear ones, wealth and prosperity, life, freedom and distress. 

The same is displayed by shedding tears, sobbing, wailing 
in excess, discolouration, change of voice, dejection, drooping body, 
falling on the ground, loud lamentation, deep heaving, dullness, 
stupor, madness and death. 

The crying (rudita) is of three kinds:— 

(a) anandaja; (b) artija; (c) Irsyaja. 

Crying or shedding tears may be the consequence of extreme 
pleasure, extreme distress or deep rooted envy. 

(a) Anandaja-harsa: (Born of pleasure): 
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This is shedding tears (of joy) out of pleasure. (These are 
cool). It is manifest in the expansion of cheeks and temples, trickling 
down of tears, from the corners of the eyes, when a person remembers 
some past events,; horripilation. These are the outward signs. 

(b) Artija (Born of distress and sorrow). 

The tears are hot and tide out, out of pangs of sorrow. The 
lamentation is loud. There will be uneasy shaking of the body. 
One moves, but falls down and rises. Crying is usual. 

(c) Irsyaja (Born out of jealousy). 

This is the common feature with feminine and low roles 
when they are overtaken by distress and disappointment. This 
feeling is manifest in the actions of pouting out of lips, twisting of eye¬ 
brows and contortion of looks. 


The feeling is controlled by the brave i.e., the superior and 
the medium types. But the ordinary burst out crying. 


9. (4). KrSdha: Anger 

This arises out of affront, effrontery, inflamed temper, 
opposition in quarrel, tendency to disputation, inconveniently 
cornered position and when found in hostile environment. 


The same is displayed in the twisting of the nose, rolling up 
of eyes, biting of lips and bulging of the cheeks. 


Krodha is of five types: 


(1) Ripuja 

(2) Guruja 

(3) Pranayaprabhava 

(4) Bhrtryuja 

(5) Krtakah 


Caused by enemy or King. 

Caused by the preceptor (when 
offended). 

Arising out of discord in love. 
Caused by a servant. 

Feigned. 
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1. Ripuja: 

When anger is provoked by the King or enemy, it may be in 
an uncontrolled state, displayed with knitted eyebrows, wry face, 
biting lips, twisting the hands and feet and looking often at one’s 
own shoulders. 

2. Guruja: 

The display of feelings; when a preceptor is offended it is 
shown in the slight distortion of the face and looks, tearful eyes, wiping 
out of sweat, excitement not clearly visible under the exercise of 
self-control. 

3. Pranayaprabhava : 

Anger against love is manifest in indisposition, paucity of 
tears, side glances, knitting of brows, throb of lips and general dis¬ 
pleasure. 

4. Bhrtryuja: 

When angry with a servant, it takes the form of sternness, 
threatening with pointed finger, chastisement, widening of the eyes 
and bad looks of many kinds. 

5. Krtakah: 

Feigned anger assumes the form of finding a cause for the 
loss of temper, pervasion of uneasiness, and finding one’s self at the 
height of a heroic mood. 

10. Utsaha: Exultation with energy. 

This always betokens a noble mind and is never affected by 
sorrow, is possessed of power, virtue, courage and prowess. The 
display is by determination, courage, self-sacrifice, skill and magnani¬ 
mity. It has to be demonstrated by being free from confusion and 
show of confidence and tendencies of accomplishment and success. 
Faultless behaviour is the key note of this feeling. 

11. Bhaya: Timidity due to fear. 

This generally appertains to women and ordinary characters. 
This arises out of any transgression of duty due to the king and pre- 
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ceptor, sight of ferocious, cruel and wild animals, entry into vacant 
and deserted houses, forests, hills, caves and on the approach of ele¬ 
phants and snakes. Further, sunless days, cloudy nights, utter dark¬ 
ness, hootings of owls and noises of other nocturnal beings cause this 
feeling of fear. These feelings are manifest in actions of fluttering 
of the heart, hands and legs, fixity of position, dry face, wetting of the 
lips, sweating, general tremor, frightened state, eagerly looking 
for rescue and help, running about amuck as though pulled by some 
side-force and exclaiming for help. 

Generally the fear-feeling arises out of depression and loss of 
vitality, on account of transgressions made towards king or preceptor. 
Terrible sounds and frightful sights also cause this. The tongue dries 
up, and there is a general confusion set in the person. The person 
maintains wild looks. There is generally languor and depression of 
the body and limbs. The eyelids frequently tremble. 

12. Jugupsa; Loathsome feeling; causing disgust. 

This feeling is the characteristic feature of women and 
ordinary characters. These are consequent on learning of unpleasant 
things. Contraction of the body, spitting, wry face, heart-ache and 
the like, are the actions that are to be exhibited. Further the nose is 
covered and there may be trembling with fear. 

13. Vismaya. Amazement; 

Chiefly this feeling arises out of illusion, magic, by looking 
at things of art like painting and sculpture, .feats of surpassing skill 
and strength, fine literary compositions and high scholarship. By 
seeing these, one is amazed. The display of the above feelings con¬ 
sists in distended eyes, looking with wide open eyes in surprise, knitting 
of eye-brows—falling down, horripilation, waving of the head in 
approbation and admiration and uttering exclamations of praise. 

14. Vyabhicari or Sancari Bhavas; (fleeting and incidental 
feelings). 

The question imprimis arises, why are these called Vyabhicari 
—the straying bhavas. The verbal root CARA is movement. VI and 
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ABHI are prefixes. These bhavas essentially pervade and move about 
the RASAS. They are incidental and sometimes indifferent. They lead 
to the exhibition of several sensations relating to speech, body and 
natural conditions. 

Hereinafter will be described the thirty three Vyabhicari 

bhavas. 

15. (1). Nirveda: Agitation under pressure. 

This feeling arises out of penury, impoverished condition, 
disease, disgrace, downcast state, contemptuous neglect, pulling 
down, anger, rancour, beating, bereavement, and philosophical bent 
of mind. The above feelings are displayed by women by crying 
aloud in distress, agitated heavings, abandon of limbs and other 
acts of helplessness. In men the eyes are filled with tears followed 
by drooping face and eyes, and sitting in yogic postures. 

16. (2). Glani; Depression of feelings. 

This arises under the following conditions. Vomiting, 
moroseness, disease, austerity, observing religious regimen, starvation, 
uneasiness of mind, excess of sex-indulgence, surfeit of drinking, 
over exercise, long walks, thirst, hunger and loss of sleep. The above 
feelings are displayed by depression of voice, eyes, cheeks, and belly; 
slow and faltering gait, trembling and famished condition of the body, 
discolouration and general languor of limbs. 

17. (3). Sanka; Dubious condition. 

This essentially consists in dubiousness and it is peculiar to 
women and low people. It arises when one is caught in the act of 
purloining or arraigned of an offence and sinning by doing a pro¬ 
hibited act. 

These are displayed by a frequent change of looks, covering 
the head, licking ones own lips, discolouration of the face, trembling, 
dried up lips and throat, sobbing and enfeebled voice with distortion. 

Two types of Sanka are catalogued. Atma samutha: Sub¬ 
jective and Para samutha: objective. 
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The subjective-dubious condition is recognised by looks and 
actions of trembling, down cast looks, looking sideways, heavy and 
stubbed tongue and ash-coloured demeanour. The person is found 
in suspense. 

(The second type of dubiousness is not explained in the Text.) 

18. (4). Asuya: Jealousy. 

This feeling is the out-come of hatred arising out of many 
wrongs done, opulence and happiness of others, intellectual superiority 
and literary greatness in others. 

The display of the above feelings occurs in pointing out the 
defects of others in an assembly. C£ tasyasca parisadi dosa prakhya- 
pana, ** by opposing and working against other’s excellences, possessing 
a jealous eye, irsya caksuh, down cast face, knitting eyebrows, libelling 
and maligning others. 

19. (5). Mada; Lustful passion—also when inebriated. 

It arises out of drinking intoxicating liquors. This consists 
of three types: 

(1) Taruna: Rising bloom in adolosecnce. 

(2) Madhyama: Mid-youth. 

(3) Avakrsta: Ordinary (lowest). 

An intoxicated person may keep on singing. Another cries, 
yet another keeps on laughing. But another goes on abusing in harsh 
and vulgar language. Still one may sleep on. 

Persons possessing superior nature sleep away the condition. 

The medium type of man sings or laughs. 

The ordinary uses harsh and vulgar abuses and cries. 

The intoxicated of the first taruna type keeps on a blooming 
face, maintains a sweet voice, keeps a hilarious spirit, but is slightly 
confused in speech. His movements consist in delicate and halting 
steps. 
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An apposite quotation from Chaucer is 

“ A dronke man 

Wot well he hath an house 
But not the way thither. ” 

The medium type of man has the tripping foot and rolling 
eyes, drooping and confused hands, has crooked and unsteady gait. 

The ordinary type, loses consciousness and is unable to 
walk, vomits and hiccups. He has a thick tongue, expectorates 
out frequently and has a loathsome appearance. 

On the stage i.e. } while acting, the actions of the drunken 
man are to be expressed as though he is in a superlative state of drunken¬ 
ness and it must also be shown that his inebriation has disappeared. 

The expert virtuoso in Natya must perform the waning 
away of the tipsy state by tremulation, fear, sorrow and joyfulness. 

Just as sorrows are minimised by soothing words of pros¬ 
pective prosperity and promise of great fortune, even so the effects of 
intoxications are easily destroyed by the aforesaid special means in 
repentance, regret, fear and hilarity. 

20. (6). Srama: Exhaustion, wearisomeness. 

This feeling is the result of long walks, physical exercise and 
servitude. 

The display consists of massage of the body, heavy breathing, 
relaxing the limbs, slow gait, throwing off the limbs in abandon, 
contortions of the eyes, face and deep sighs. 

21. (7). Alasya; Slothfulness: Languor. 

This is generally seen in women and ordinary characters. 
It arises out of sorrow, disease, pregnancy, surfeit of eating or even 
starvation and inability to undertake any action. 

The display is by show of disinclination to,do work, confine¬ 
ment in bed, reclining, idly sitting, sleeping and general laziness. . 
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22. (8). Dainyam: Meekness, servility. 

This arises out of some misfortune, mental distress and 
anxiety and the like. 

It is displayed by lack of fortitude, disease of the head, 
heaviness of the body, absent mindedness, uncleanliness and dis¬ 
carding all good habits. 

23. (9). Ginta: Sorrow, cogitation. 

This arises out of loss of affluence, power, things dear, and 
impoverishness. It is always a dubious state of mind. 

This is displayed by deep sighing, uneasiness, moodiness, 
downcast head, brooding over, emaciation, vacancy in heart and 
mind. 

24. (10). Moha: Infatuation. 

It arises out of acts of VIS MAJOR, excessive sorrow, disease, 
fear, some unknowable and irrepressible pressure, recollection of 
past acts of enmity, meeting highway robbers unawares, severe threat, 
when one is at bay, stupefaction of all the limbs and when disabled 
from retaliation. 

The display is by loss of consciousness, violent reeling, loss of 
reputation and loss of sight. 

25. (11). Smrti: Recollection: memory. 

Recollection of ideations of pleasurable and painful incidents 
of the past. 

Smrti arises out of violations to normal health, disturbance 
of night-sleep, recurrence of similar events and similar instances, 
morose condition, gloomy habits. All suppressed inhibitions are 
roused and they flow out in outbursts. They become alive in wakeful 
awareness. 

The display of them consists in shaking of the head, looking 
up with pupils raised and lowering of eyebrows. Experts in the art 
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of acting show it as though this remembrance arose from a constant 
habit of one’s own natural propensity. The same may arise out of 
seeing or hearing similar associated objects, scenes and sounds. This 
is accompanied by nodding of the head, shaking the same and lower¬ 
ing of brows. 

26. (12). Dhrti. Fortitude. 

This arises out of heroism, searching wisdom, listening to 
learn, opulence, cleanliness, good habits, respect to teachers, surfeit of 
pleasure, realisation of cherished objects, material gain, dalliance and 
sport. It must also be free from fear, sorrow, gloominess and the 
like. 


The same is displayed in a manner as though one is actually 
enjoying what is achieved or realised by expressing regret when 
things could not be accomplished or when events slip away penulti- 
mately without fruition. Further the display may be by enjoyment 
of objects of the five senses, sound, touch, form, taste and smell. No 
sorrowful mood should be betrayed. 

27. (13). Vrida: Bashfulness 5 shame. 

This essentially consists of doing something prohibitive like 
transgressing the mandates of elders, showing disrespect and ignoring 
the presence of elders, slighting persons and going behind avowed 
promises. The person feels shy, humiliated and sorry for the flagrant 
violation. 

The display is by covering up the face in shame. Scratch¬ 
ing the ground with toes, removing the nails frequently and touching 
and twisting the hem of the garment. 

28. (14). Gapalata: Fickleness. 

This arises from excessive attachment, hatred, enviousness, 
ill-feeling, jealousy, occurrence of unfavourable events. A person of 
waywardness embarks on some action without bestowing proper 
thought and goes on inflicting pain by beating as a consequence of 
want of well conceived forethought. 
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The display is by using hard words and threats. Beating, 
belabouring and other irritated actions. 

29. (15). Harsa: Hilarity. 

This feeling is a result of joy, consequent on accomplishing 
the desired object, meeting dear friends, contentment, and thankfulness 
shown to God, guru, king and husband, obtaining wealth, food and 
clothing. Enjoyable pleasures are also the signs of harsa. 

The display consists of flashing eyes, expanded countenance, 
pleasant words, nice conversation, embracing, horripilation and tears 
of joy trickling. 

30. (16). Avega; Impetuosity. 

The following eventful circumstances give cause to this feel¬ 
ing. Torrential rain and tempestuous weather, sudden accident, 
the elephant running amuck, news of extreme woe or weal, natural 
depression and affectation, meteor-striking, fall and consequent loud 
noice, eclipses of sun and moon and deliberate declarations by the 
enemy. 


Avega feeling has an eight fold classification in its display: 

1. The feeling, if due to tempestuous winds, is displayed 

by covering the head, wiping out eyes, holding the 
clothes closely and walking quickly. 

2. While raining, the actions are rubbing off the body to 

drench off the water, running away, looking out for 
cover or shelter. 

3. When fire breaks out, display is to close the eyes as if 

the smoke has spread into them; contraction of the 
body to avoid [touch of fire, shaking to avoid fire 
to jump over or crossing it deftly to avoid it. 

4. When a wild elephant runs amuck, the feeling is displa¬ 

yed by walking about fast, avoiding the shifting and 
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overtaking movements. Stupefaction out of fear, 
trembling, looking back in terror. 

5. On hearing the news of excessive weal, the display 

consists of welcoming, embracing, gifting away clothes 
and jewels, tears of joy and horripilation. 

6. On hearing news of woe, the display is by sudden falling 

down on the ground, rolling over irregularly, running 
wildly, crying and shrieking. 

7. When struck by sorrow, the display is by wearing shield 

and armour, getting on an elephant, chariot or horse, 
after due deliberation. 

8. When hit by meteors or threatened by lightning, the 

display is by prostration of all the limbs, turning pale, 
tragic feelings and consternation. 

31. (1). Jadata: Stupor, listlessness. 

This arises out of a nonchalant uninterestedness in everything. 
A type of inertia dormantly possessed. It is caused on hearing and 
seeing unpleasant or pleasant things, by disease and the like. 

The same is displayed by irresponsive, speechless disinclina¬ 
tion to converse or talk, dullness, keeping silent, looking steady with 
fixed eyelids in expectation of a remote and far fetched thing and 
absent-mindedness. 

The same is displayed by irresponsive speechlessness, dis¬ 
inclination to converse or talk, dullness, keeping silent, looking steady 
with fixed eyelids in expectation of a remote and far fetched thing and 
absent mindedness. Standing still and blank headed vacancy are also 
the actions for this feeling. One appears as if overpowered by some¬ 
thing else, and subjected to a dominant influence. 

32. (18). Garva: Pride and conceitedness and vainglorious 
attitude. 

This is an outcome of wealth, high birth, handsome or beauti¬ 
ful appearance, youth, literary excellence and acquisition of the above. 
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The same is displayed by being jealous of others, belittling 
others, causing effrontery, remaining non-responsive, non-conversant, 
looking on ones own mien and physique. It is also evident by out¬ 
bursts of surprising laughter and laughing out in ridicule, using hard 
and cruel language, showing disrespect to the Master and inter¬ 
rupting others’ conversation in a supercilious attitude. 

33. (19). Visada: Dejection, helplessness. 

Arises out of incapacity to do any work, or to tide over some 
difficulty, an a.ct of God, visitation of misfortune. It may arise while 
one is in a resigned attitude due to inability to complete anything, 
when caught red-handed while stealing, due to a seditious act done 
against the king. 

The display consists in seeking for help, trying to get out 
of difficulty, devising some means to avoid an event, exerting to find 
some means to get out, making effort to avoid difficulties and feeling 
uneasy in mind. With the superior and medium type of persons, 
the display is by deep sighs. With the ordinary, the tendency is to 
run away, putting on empty looks, dryness of the face, licking and 
wetting the corners of the lips, general feeling of dullness and sobbing. 

34. (20). Autsukyam: Deep expectation. 

This arises out of recollection, separation from dear ones, 
and meeting dear ones. 

The display can be made by deep and long sighs, downcast 
eyes, moodiness, dull sleepiness, inalertness and desire to go to sleep 
at unusual hours. 

35. (21). Nidra: Sleep. 

This arises out of weakness, wearisomeness, exhaustion, 
passionate state, laziness, gluttonous eating and continued awakened 
state. 

The display is by restlessness, exhaustion and heaviness of 
body, rolling of the eyes, stretching out limbs, dullness, deep breaths, 
dejected body and closed eyes, massaging the body and yawning. 
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36. (22). Apasmara (apasmrta): Incoherence and tipsy talk. 

This arises out of the following: when possessed by a Diety, 
Yaksa, Naga, Brahma raksasa, Bhuta, Preta, Pisaca, or when memory 
is possessed of the above. Also this feeling is produced when looking 
at filth and while living in deserted houses. Uncleanliness, sudden 
illness or misfortune produce this feeling. 

The display of the above consists of biting the lips (one’s 
own) throbbing, deep sighs, excessive shaking, running away, sweat¬ 
ing, stupor, frothing at the mouth, licking ones own tongue, suddenly 
falling on the ground, suddenly rising from sleep in half-wakefulness. 

37. (23). Suptam: Deep Sleep. 

This state is a variant of sleep. Subjugation of every activity 
of the sense organs is found in this state of sleep. This is observed 
when one is in stupor, lying prostrate on the ground and stretching 
one’s self out in complete abandon. 

The display is by snoring in sleep, weakened state of the 
limbs and body, relaxation, closing of eyes, suspension of all activity 
of all the sense organs, dreaming, talking during dreamy state, deep 
inhaling and exhaling and general stupor of limbs. 

38. (24). Vibodha: Wakefulness: Awakened state. 

This arises out of the digestion of the last meal, disturbance 
to sleep and dreamy condition, shrill sounds, acute touch and hear¬ 
ing of noises. 

The display is by yawning, rubbing the eyes with palms or 
fingures, getting out of the bed and the like. 

39. (25). Amarsa: Undeserving compassion and intolerence. 

This arises when one is belittled or put to shame because of 
his strong physique, scholarship and opulence. This also arises in 
the case of people who are disgraced, or thrown down (pugilistic 
fight or in a wrestling bout) in a public assembly, by those who possess 

profound learning, heroism and strength and who are set up by other 
people. ' ' 
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The display is by shaking of the head, profuse sweating, 
moody with a down cast head, brooding over the defeat earned, 
looking up for help and devising means of retaliation. Also by 
making efforts with perseverance and shaking the head violently. 

40. (26). Avahiddha: Dissimulation, ornate concealment of 
passions. 


It essentially consists in suppressing the real internal condi¬ 
tions of man. It arises from shyness, timidity, fear of defeat met 
undeservingly, apprehension of loss of honour and crooked mentality. 

The same is displayed by irrelevant talk and keeping on 
avoiding-looks, disturbing a narration, assuming of courage, main¬ 
taining a demeanour of unnoticeableness and passing undignified 
remarks. 

41. (27). Ugrata: Ferocity’ ferocious anger. 

This sprouts up when catching one in a cruel act, when 
one is disloyal, commits a heinous act against the state and when 
one talks nonsense. 

The display is by killing, binding with gyves, beating, 
rebuking, chastisement and torturing. 

42. (28). Mati: Intelligence and understanding. 

This arises out of deep study of wisdom-lore, arguing pros 
and cons and dialectics. 

The same is displayed by exposition of subjects to be learnt 
by the disciples; elucidation of problems, commenting on recondite 
texts. 

43. (29). Vyadhi: Disease, imbalance in health. 

It arises out of disorderly interaction of windiness, bilious¬ 
ness and congestion of the lungs. The result is fever. It is an indi¬ 
cation of imbalance in internal health. This fever may be due either 
to extreme heat or internal cold. 
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FEVER WITH EXTREME HEAT : is displayed by thro¬ 
wing the limbs in listlessness, desire to roll on the ground, rubbing 
with cold water, avid eagerness for cold appliances, dryness of 
face, restlessness and pulling up the limbs. 

FEVER DUE TO INTERNAL COLD : is exhibited by 
excessive shaking, throwing out the limbs or contraction of the same, 
desire to have warmth, horripilation, biting the teeth, rounding 
the jaws, curving the nose, or contorting and twitching it, dryness of 
face, feeling helpless and miserable and lamentation. 

Other diseases can be displayed by wry face, dullness of 
body, drooping looks, deep breaths, unbearablness, moaning and 
shaking. 

44 (30). Unmada: Madness. 

It arises out of separation from dear ones, loss of opulence 
and wealth, causing bodily pain by rude shocks to the body. Infla¬ 
mmation, excess action of windiness, billiousness and phelgmatic con¬ 
dition of the body. 

This is displayed by laughing without any ostensible cause 
or reason, crying likewise, by being dragged by others, incoherent 
and irrelevant chatter, lying down, sitting, getting up, running away, 
dancing and singing, smearing the body with ashes or dust. The 
makeup may consist of dressing with grass, decorating with usedup 
and discarded garlands, wearing torn clothes, carrying pots and skulls, 
generally erratic and fitful condition. 

45. (31). Marana: Death. 

This arises in two ways: (1) by disease and (2) by accident 
or sudden shock. 

DEATH BY DISEASE: this is caused by the incurable 
turn or development of colic pains, liver, intestinal functional dete¬ 
rioration, by cancers, boils and by epidemic diseases. 
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Death by accident occurs by missiles, snake-bite, drinking 
poison, dog-bite, by elephants, horses, chariots, animals or other 
quadrupeds, fall from conveyances and general destruction. 

The display of death by disease, consists in a down cast body, 
throwing out of limbs, drooping limbs, closure of eyes, hiccups, deep 
breaths, not noticing people that are about him, indistinct speech 
and incoherence of utterance. 

DEATH BY ACCIDENT: The display is in cases of in¬ 
jury by weapons, snake-bite, drinking of poison, fall from elephants, 
and the like, consists of shaking and struggling violently when poison 
is the cause, the display is by dry mouth, trembling, excessive 
thirst, hiccups, froth in mouth, drooping of shoulders, dullness and 
death. 


There will be complete exhaustion, emaciation, absence of 
vitality and finally cessation of life. 

46. (32). Trasa: Extremely puzzled (due to fear). 

This feeling arises out of the striking of lightning, meteor or 
thunderbolt, loud reports made by clouds and big wild animals. 

The display consists in the contraction of the body, excessive 
trembling, shuddering, stupefaction, horripilation, faltering voice 
and incoherent and feeble talk. 

47. (33). Vitarka: Suspense and extreme doubting. 

This arises out of discussion about doubtful matters, or 
consequential and mutually discrepant subject, consideration of 
contraries. 

The display consists of several enquiries, catechisms, deter¬ 
mination, consultations and reservations. Downcast head and 
drooping eyebrows and shaking of the head are the physical actions to 
be displayed. 

These thirty-three Vyabhicari bhavas have to be acted and 
displayed with reference to place, time and conditions, also must 
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correlate to what transpires out of one’s own mind and in others, 
must also have a bearing upon the status of the role or character, 
high, medium or ordinary, must also have a bearing on the sex of the 
role and in all it must be regulated by the actor’s own initiative and 
innate genius. 

48. Sattvika or Satvaja feelings are inborn, involuntary, 
natural emotions and these have their birth in the mind. It is well 
illustrated from one’s own experience in day to day life. When news 
of death is heard, Sattvika bhavas manifest themselves in the form 
of tears, discolouration and swooning. There may not be any volition 
on the part of the listener. The feelings involuntarily manifest them¬ 
selves, similarly the other emotional consequences like horripilation, 
sweating, tremor, swooning, distortion of voice, motionlessness, 
change of colour and tears. 

But these have to be portrayed by the actor on the stage 
without himself involving in the process of emotional implications. 
For this, the actor maintains a tranquil mind and intellectually 
identifies himself with the role in the particular context of the fable 
depicted. These are known as samahitac manastat and tadatmya, 
i.e. 3 intellectually entering into the “ other mind (of the role dis¬ 
played) and all this emotionally in a detached manner. 

This portraiture which is an imitation of the natural feelings, 
rouse in the spectators, reciprocal feelings and consequent Rasa. 

The oft repeated question is posed in this context. 

“ To denominate some feelings as sattvika, i.e., natural 
emotions that are involuntary and inborn, are you to be understood 
as saying that the other emotions (Vyabhicari) are displayed without 
the demonstration by volition of the self (of the actor) ? 

The answer is fashioned in the following manner: 

* Satva ’ means arising out of the mind. It is therefore 
laid down that satva condition arises out of such com¬ 
posure and equanimity of the mind and is secured 
when the mind is well balanced in sobriety. 
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The actor detached as he is, mentally superimposes his self 
over the role he is to portray and display. 

The actor by his expertise in acting without victimising 
himself into the Sattvika bhava (involuntary emotion) displays, 
parodies, or imitates the Sattvika states of the role in the particular 
contests, and the actor is known to have performed the Sattvika 
abhinaya. When this is performed, the spectators that witness it 
become rasaite or rasa-possessed. 

Theatric display is thoroughly an imitation of the feelings and 
emotions that pervade the lives of beings. These actions, be they 
sorrowful or joyful, have to be depicted by the actor without himself 
partaking in them, but by representing them and this he can do by 
samahita manastat with an equanimity of the mind, and this acting 
is to be known as Sattvika abhinaya—gesticulations projected out 
by the mind (satva) in its poised state. 

(If the actor himself feels the role, like the spectator or 
reader of a work of art, he is committing the blunder of travesty in 
depiction. His virtuosity consists in keeping a poised mind and 
intellectually re-presenting the involuntary emotions of the { other 
mind 5 [tadatmya) of the role he is displaying or re-presenting). 

Appositely is quoted the observation of Beryl de Zoete in 
her ‘ The other mind \ pages 12 and 13. 

££ In all forms of dance (display or roles) I believe it is possible 
and indeed essential to achieve that transformation 
of the body into an instrument for the expression of 
something beyond itself and beyond the scope of its 
ordinary expressive capacity without which no danc¬ 
ing is really interesting.” 

49. The Sattvika bhavas are eight-fold: 


(a) Sthambha 

(b) Sveda 

(c) Romanca 


Stupefaction. 

Sweating. 

Horrpilation. 
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(d) Svara bheda 

(e) Vepathu 

(f) Vaivarnya 

(g) Asru 

(h) Pralaya 


Change in voice. 
Trembling. 
Discolouration. 
Tears. 

Death. 


(a) Sthambha (Stupefaction): arises out of pleasure, fear, 
disease, astonishment, distress, revengeful retaliation. 


The display consists in irresponsive condition, unconscious¬ 
ness, standing still, in not moving or quivering, steadiness, empty 
and bland appearance, and depressed frame of mind. 


(b) Sveda (sweating): This arises out of anger, rage, fear, 
pleasure, shame and grief. 

It is displayed by taking up a fan and waving it to ward 
off stuffiness, removing sweat by the fingers or cloth, expression of 
greed for fresh air and frequent horripilation. 


(c) Romanca (horripilation); arises by touch, fear, cold, 
pleasure, anger and disease. The display is by change in voice, 
faltering voice, trembling and in violent upheaval of the body. 

(d) Svara bheda (change in voice): This is the result of 
fear, pleasure, anger, old age, excess of heat, disease and lustfulness. 
The display is by tremulousness. 


(e) Vepathu (trembling) : Is consequent on cold atmosphere, 
fear, pleasure, anger, and old age. 

(f) Vaivarnya (discolouration): Arises out of cold, anger, 
fear, exhaustion, disease, wearisomeness and excess of heat. 

The display is perceived in change in the facial hue and 
flutter of the pulse. This action has to be done with great effort 
and practice. It is also not easy of performance. 

(g) Asru (tears): Arise out of extreme pleasure, anger, 
smoke, collyrium (eye-salve), yawning, fear, distress, winkless look, 
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cold and disease. The display is by shedding tears and wiping them 
frequently. 

(h) Pralaya (death): This is the result of exhaustion, 
swooning, lustfulness, sleep, excessive shock and infatuation. 

The display is the show of actionlessness, unnoticeable breath¬ 
ing, lying prostrate on the ground. 

Thus forty-nine bhavas have been enumerated in extenso. 
The BNS text also categorises the various bhavas out of the forty-nine, 
which may tend to produce the various rasas. 

50. For Srngara rasa. 

Except the bhavas like Alasya, (slothfulness) Ugra (ferocity), 
Jugupsa (loathsomeness), the rest of the forty-six may be conducive 
to produce the pre-eminent Srngara rasa. These severally in combina¬ 
tion in several contexts go to enhance the Srngara effect. 

For Hasya rasa. 

Glani (general depression), Sanka (doubtfulness), Asuya 
(envy), &rama (weariness), Gapalata (unsteadiness), Suptam (sleep 
or feigning sleep). These bhavas enhance the rasa. 

For Karuna rasa. 

Nirveda (agitation), Cinta (moroseness), Dainya (helpless¬ 
ness), Glani (depression), Asru (tears), Jadata (dullness), Marana 
(death), Vyadhi (disease), produce this rasa. 

For Roudra rasa. 

Garva (haughtiness), Asuya (envy),Mada (lustfulness),Utsaha 
(buoyancy of spirit), Avega (impetuosity), Amarsa (deep rooted 
anger), Krodha (anger), Gapalata (unsteadiness), Ugrata (ferocity) 
are conducive to the emanation of this rasa. 

Vira rasa. 

Asammoha (free from all bewilderment), Utsaha (zeal), Bha- 
yanak a (fear), Avega (impetuosity),Harsa (joy), Mati (steady mind), 
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Ugratvam (ferocity), Amarsa (deep rooted anger), Mada (ardent 
passion), Romanca (horripilation), Svara bheda (change of voice), 
Krodha (anger), Asuya (envy), Dhriti (fortitude), Garva (pride), 
Vitarka (suspense). 

Bhayanaka rasa. 

Vepathu (tremor), Svara bheda, (change of voice), Romanca 
(horripilation), Stambha (steadiness), Maraha (death), Sveda (sweat¬ 
ing), Vaivarnya (discolouration). 

Bibhatsa rasa: Revolting. 

Apasmara (incoherent madness), Unmada (insanity), Visada 
(tragic sorrow), Mada (lustfulness), Mrtyu (death), Vyadhi (disease), 
Bhaya (fear). 

Adbhuta rasa. 

Stambha (steadiness), Sveda (sweating), Moha (infatuation), 
Romanca (horripilation), Vismaya (wonderment), Avega (impetuous¬ 
ness), Jadata (dullness), Harsa (exhilaration), Murcha (swooning). 

The players must be conversant with all these and other satt- 
vika bhavas, which will be appurtenant to the action for the purpose 
of producing the desired rasa. 

From the point of view of stage action there is no literary 
work which is confined to one rasa. Several Vyabhicaris go to 
attain the Sthayi bhava—state, and when this is so simulated by the 
actor, the corresponding rasa is produced in the responsive spectator 
(Sahrdaya). The actor must display the Sthayi emotion in exu¬ 
berance long with the Sattvika feelings, otherwise, the feelings will 
remain in the state of Sancari or fleeting. The performance will be 
unsteady. The expert Danseur or Dansuese must know the Sattvika 
abhinaya in combination with the other bhavas to produce the desired 
rasa. 


What is claimed as Absolute Beauty is an impossibility; but 
what are called beautiful things flourish, relatively by discerning 
certain excellence in anything. 
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Sthayi } Sattva and Vyabhicaris are replete with meaning in 
varied matters and ideas. The same are to be handled by adepts in 
expert acting, for the flowering rasas in their works of art, after the 
fashion of plucking flowers (without destroying or damaging the tree). 

Whoever masters these rasas and bhavas attains the highest 
perfection. 


121 




CHAPTER XI 


GESTICULATIONS 


1. The previous chapters on Rasa and Bhava were dealt with 
subjectively. Now onwards, objective representations of the ideas to 
be displayed will be dealt with. The poses of the body, attitudes of 
several limbs, positions of the legs, and movements of feet, comprise 
the compendious title Anga Abhinaya, Gesticulation, i.e. several 
movements of the various limbs besides the representation of psycho¬ 
logical feelings. 

2. What is Abhinaya? How is it conducive to the attainment 
of Siddhi—Accomplishment. 


The word Abhi is a prefix to the verbal root 33 hi 33 which 
means ‘to make it reach 5 or to realise or to make one realise or perceive, 
or cognise. Abhi—towards N"i—realise 4 to get at 5 when one vowel 
4 i 3 in abhi follows another 4 i 5 in ni it becomes naya. The word 
Abhinaya is compounded by crasis sandhi formation. This has to be 
understood as the word connoting the import of the root hi. 


The verbal root 4 hi 3 with Abhi prefaced to it, also, indicates 
44 going towards 33 or approaching. In so far as dramatic action 
leads towards understanding (by the audience), it is known as Abhi¬ 
naya. 44 Abhinaya 33 —connotes the means by which several states 
of feelings and several ideas along with several divisions and sub¬ 
divisions are comprised in (to be communicated). 


3. The Abhinaya in play (dance and drama) is essentially 
of four kinds. But different modes and expressions of the play-pro¬ 
duction are also comprised under the name. 


(1) Angika 

(2) Vacika 

(3) Sattvika 

(4) Aharya 


action of limbs, 
action of speech, 
action that is natural. 

action with the aid of costume and make up. 



Of the above, Sattvika has already been detailed. 

4. Angabhinaya. Action of the limbs. 

The principal divisions are: 

(1) Sarira (of the body). 

(2) Mukhaja (facial). 

(3) Cesta. (resultant actions of movements). 

VIII. 9 

caturvidhaschaisa bhavet-natya syad abhinaya dvijah/ 
aneka bheda bahulam NATYA—-masmin pratistitam// 

Each of the above group of actions comprises the co-ordinat¬ 
ing actions of several limbs. 

The main limb actions are divided into six parts: 

(1) Sira (head) 

(2) Hasta (hand) 

(3) Kati (waist) 

(4) Vaksa (chest) (urah) 

(5) Parsva (sides) 

(6) Pada (legs) 

Further, Sira actions always go with coordinating actions of its sub¬ 
limbs like: 

(i) Netra (eyes) 

(ii) Bhr (eye brows) 

(iii) Nasa (nose) 

(iv) Adhara (lower lip) 

(v) Kapola (cheeks) 

(vi) Gibuka (chin) 
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The actors must be conversant with the particular main 
division i.e. whether the actions pertaining to that limb or sub-limb 
for purposes of re-presentation in dance or play, and also wherein the 
essence of action originates. The actors must be proficient in this 
knowledge. 

The limb action is known as Sakha—a heading or title and 
that which suggests the action is known as Ankura (the seed or the 
sprout). 


All dance centres round Angahara and Karana. 

5. Head actions. 

Thirteen actions of the Head are enumerated, defined and 
explained as to their application: 

(1) Akampitam (full shake), (2) Kampitam (repeated shak¬ 
ing), (3) Dhutam (slowly breathing out while moving 
the head), (4) Vidhutam (moving quickly), (5) Pariva- 
hitam (sideward movement), (6) Adhutam (aslant), (7) 
Avadhutam (lowering), (8) Ancitam (side-bent), (9) Ni- 
hancitam (gracefully veiled), (10) Paravrttam (jerking), 
(11) Utksiptam (face to face), (12) Adhogatam (hung 
down), (13) Lolitam (spinning round). 

1. Akampitam. (full shake): The head is slowly raised 
and lowered in an unshaken manner. The action is indicative of: 
suggestion, acquisition, perception, understanding of what another 
person says, questioning in ordinary conversation, placing something 
while thinking, calling one. 

2. Kampitam: Raising and lowering of the head with 
greater frequency. The action indicates, slight anger, doubt, threaten¬ 
ing, expression of going beyond the question. 

3. Dhutam: The head is moved up when slowly breathing 
out. Indications are: not wanted, sorrow, wonder, faith, looking 
at sides and at vacancy, objection, rejection. 
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4. Vidhutam: Quick action of Dhutam. The action signi¬ 
fies catching cold, smitten by fear, fright, feverishness, slightly drun¬ 
ken state. 

5. Parivahitam: The Head is moved from side to side. 
The display means, accomplishment of something, surprise, pleasure, 
remembering, slight irritation, sorrow, lovely dalliance (vihara), 
sportiveness. 

6. Adhutam: The head is occasionally lifted up in a slant¬ 
ing way. The uses of this action signify, pride, indication of internal 
desire, to look at things sideways in self conceit. 

7. Avadhutam; The head is lowered down. The display 
means, message, calling, welcome, wavering in talk, and suggestive¬ 
ness. 

8. Ancitam: The head is bent slightly to the side. The 
indications are illness, swooning, intoxicated state, sorrowful condi¬ 
tion, contemplative state (resting the cheek on the palm). 

9. Nihancitam: This is a peculiar and graceful feminine 
action, consisting of lifting up the hem of the cloth and holding it to 
.screen the. face and slightly bending the eyebrows. These signify 
pride, self-conceit and. sportiveness. These are generally the dis- 
playable actions of certain moods of heroines (Nayikas) 

Bibboka (a type of Nayika): affectation of indifference. 

Kilikimcita: cries in joy. 

Mottayita: silent, involuntary expression of affection to¬ 
wards an absent lover. 

Kuttamita: affected repulsion shown by lovers. Affected 
endearments and caresses. 

Sthambamana: stupefaction. 

This Nihancita pose of the head could be gracefully em¬ 
ployed to signify feelings above specified by the feminine roles in 
apposite contexts. 
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10. Paravrttam: Consists in rejection or refusal by a con¬ 
temptuous jerk of the head. Face is turned away and the look is 

turned towards the back. This signifies: rejection, contemptuously 
warding off*. 

11. Utksiptam: Head is lifted and kept steady and straight. 

The uses are: looking at the divine, or looking in awe at great things. 

12. Adhogatam: The head is hung down. The display 

signifies, expression of modesty, shyness, bowing down and sorrow. 

13. Lolitam: The head is spun round and round. The 
indication is, epileptic fits, disease, lustfulness, devil, possession, sleep 
and the like. 

The B.N.S. describes the following as a residuary action of 
the head when the head is kept naturally erect in an unaffected 
attitude. It is known as Prakrta (Natural). This pose is assumed to 
indicate auspiciousness while studying under a master, while in penance 
and when victory is expressed. 

B.N.S. further affirms that these actions 1 are many and more. 
The actors must be vigilant enough to gather from worldly experi¬ 
ence, the several other attitudes of the Head, and display the same 
according to time, place, circumstance and the usual course of life. 

VIII. 39. 

ebhyonye bahavo bheda lokabhinaya samsrayah / 
teca lokasvabhavena prayoktvyah prayoktrbhih / / 
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CHAPTER XII 


GLANCES—LOOKS DRSTIS 

* m 9 


A blind dancer is inconceivable. This conclusion is emphasised, hav¬ 
ing regard to the important function “ Glance ” plays in the suite of 
limb actions. The vital and vibrant action is of the eyes—their looks. 
They focus and emit the contents of the mind. The ideas to be 
conveyed are gracefully exhibited through the looks of the figuranti. 
The looks are always pregnant with thoughts, ideas, feelings and 
emotions. Unless the glances are surcharged with the particular 
emotion—occupying the minds, they are incomplete. The ancient 
authority classified the glances, in the manner of the bhavas and rasa 
one can venture to say the glance actions are the synonyms of feelings. 


There are eight rasa-drstis—Glances of Tastes and an equal 
number of Sthayi drstis. The Sancari drstis are twenty. In fine, thirty 
six glances are dealt with in the B.N.S. 


(1) Kanta 

(2) Bhayanaka 

(3) Hasya 

(4) Karuna 

(5) Adbhuta 

(6) Roudri 

(7) Vlra 

(8) Bibhatsa 


Amiable. 

Frightful. 

Comical. 

Pathetic. 

Wonder. 

Ferocious. 

Heroic. 

Loathsome. 


The Sthayi drstis—Stable glances (8): 

1 Snigdha (Erotically friendly), 2 Hrsta (Merry), 3 Dina 
(Piteous) 4 Krddha (Furious 1 ), 5 Drpta (Proud), 6 Bha¬ 
yanaka (Fearful), 7 Jugupsita (Nauseating), 8 Vismita 
(Amazed). 


Sancari drstis—fleeting glances: 

1 Sunya (Vacant), 2 Malina (Dirty), 3 Sranta (Worn out), 
4 Lajja (Abashed), 5 Glani (Famished), 6 Sankita (Doubt), 
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7 Visanna (Sorrowful), 8 Mukula (Closed like a bud), 
9 Kuncita (Bentdown), 10 Abhitapta (Warmed or Heated) 
11 Jihma (Crooked), 12 Salalita (Graceful), 13 Vitarkita, 
(discerning), 14 Ardha Mukula (Half closed), 15 Vibh- 
ranta (wonder struck), 16 Vipluat (flooded), 17 Akekara 
(Partly shut), 18 Vikosa (Fully open and out of the sheath) t 
19 Trsta (Frightened). 20 Madira (Inebriated). 

A perusal at a glance of the above list will clearly show that all 
these 4 Glances * are meaningful and doubtless they convey the 
vitality of the feelings to be expressed. The Glances are the most 
important actions. 

Rasa Glances 8: 

1 Kanta (Amiable): The looks have their origin in pleasur¬ 
able and amiable feelings. The display consists in looking side-ways 
with a slight-drop of the eyelids. 

These are ripe in Srngara rasa, as these ^re meant for it. 

2 Bhayanaka (Frightful): The eyelids are fully open and 
the sight is fixed. Eyeballs roll about. This look is indicative of fear. 

3 Hasya (Comical): The eyelids are slightly cast down 
associated with a feeling of bewilderment. This is intended to dis¬ 
play cunningness and deception. 

4 Karuna (Pathetic): In this there is slight declension of the 
upper eye lid. The eyes are humid with tears. The glance is directed 
in the line of the tip of the nose. The display expresses mercy and 
imploration. 

5 Adbhuta (Wonder): The ends of the eyelids are bent 
towards each other. The eyeball is enlarged in astonishment. This is 
indicative of gentility. 

6 Roudri (Ferocious): Horror feeling is exhibited. The 
glance is cruel, harsh and inflamed. The eye is reddish. The eyeball 
is fixed between the eyelids. The eyebrows are twisted. 
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7 Vira (Heroic): The glance is bright, fully bloomed, grave 
and disturbed. Both the eyeballs are set parallel. The glance is 
refulgent. 

8 Bibhatsa (Loathsome): Repulsive and uncouth look with 
lids bent down, the glance is directed sideways. The eyeballs roll 
about violently. The lids are in a fixed state now and then. 

The glances that are appurtenant to Sthayi or stable 
Bhavas, which are eight are enumerated and described. 

9 (1). Snigdha glance is indicative of enjoyment. (Erotic 
glance). It is a sweet look fully opened. The eye balls are fixed, 
indicative of some expectation of fulfilment of desire. The eyebrows 
indicate pleasure. 

When the mind is suffused with pleasurable feelings, these 
different sub-limbs like eyes, eye-brows etc. assume attitudes signifying 
weal. 

10 (2). Hrsta: This is associated with merriment and laughter. 
It is not fixed and steady. It is essentially indicative of smiling. The 
display consists of the twinkling of eyes, clear eyeballs and looks 
slightly bent or inclined. 

11 (3). Dina: This is indicative of Soka, sorrow. The upper 
eyelid is drooping. The eyeball is blurred or dimmed. The eye is 
impure with hot tears. Movement of the eyes is slow. 

12 (4). Krodha: This is an angered glance, designed for an 
angry mood. The glance is rugged and harsh. The upper eyelid 
is fixed up. The eyeball is upturned and fixed. The eyebrows are 
crooked. 

13 (5). Drpta: This glance indicates hauteur. It springs 
out of exhilaration, buoyancy of spirit. The eyeballs are fixed. 
The look is fixed and fully blown out, emitting placidity. 

14 (6). Bhayanvita: This is associated with fear indicative of 
frightened state. Both the eyelids are fully opened out. The eye¬ 
balls are shaken in fear. 
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15 (7). Jugupsita: Anxiety stricken condition is denoted by 
the glances. Betokens anxiety. The eyelids are contracted. They 
are black and dirty. The eyeballs are closed. The sight is perturbed 
in view of the object expected to be looked at. 

16 (8). Vismita: This is an astonished glance. It is useful 
in expressing astonishment. The eyeballs are as much turned up 
and shrouded by the closing eyelids. The glance is even and well 
opened. 

B.N.S. deals with twenty glance varieties pertaining to the 
Sancari Bhavas—feelings and emotions. 

17 (1). Sunya: The eyeballs are parallel and equipoised. 
The eyelids are unshaken. The looks are on, into vacancy. They 
are not capable of perceiving outside objects. Dark black-eye consti¬ 
tutes this vacant glance. This is expressive of sorrow and moroseness. 

18 (2). Malina: This dirty glance is indicated by frequent 
flickering of eyelids, which are not fully closed. The eyeballs are 
in bewilderment. The ends of the eyes are dirty. This signifies 
agony and discomfiture and consequent discolouration. 

19 (3). Sranta: In this wornout glance, the eyelids are 
drooping because of exhaustion and weakened state. The eyes are 
emaciated. The ends of the lids are bent. The eyeballs are weak 
and cast down, wearied condition is signified. 

20 (4). Lajjanvita: The eyelids are slightly bent down in this 
abashed glance. The upper lids are drooping in shame. The looks 
are in fear. Bashfulness is expressed. 

21 (5). Glani: The eyelids and brows are famished. The 
look is not fixed. They are slack and slow. The eyeballs are ex¬ 
hausted. Incoherent talk is indicated. 

22 (6). Sankita:. Flickering at times and fixed in alternation, 
the looks are varying. Tire look is lifted up and frequently extending 
sideways. They are stupid, dull and shaky due to fear. 
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23 (7). Visadini-Visanna: The eyelids are expanded because of 
sorrow. The ends of the eyes droop. The eyelids are flickering and 
upset. Expresses distress. 

24 (8). Mukula: The eyelids are half closed and throb. 
The eyeballs are half screened, indicative of beatific, slumberous 
state, sleepy condition and enjoyment of pleasurable experience. 

25 (9). Kuncita: The ends of the eyelids are not bent. The 
sockets are closed. The eyeballs are weakened. Expresses jealousy. 
Unwillingness to look at the undesirable and pain of the eye is indi¬ 
cated. 

26 (10). Abhitapta: The eyeball movement is slackened by 
the sockets which are shaken. They signify being overwhelmed by 
distress and depict a tormented condition. Expresses Nirveda, 
restlessness in agony, pain and overheated state. 

27 (11). Jihma: The looks are elongated and the sockets of 
the eyes are slightly closed. There may be slow, backward glances. 
The look is deep seated. The eyeballs are concealed. Expresses 
jealousy, dullness and slowness. 

28 (12). Salalita: The glances are sweet and amiable. The 
ends of eyes are contracted with an inward feeling of smile, the looks 
indicate amorous dalliance. Expresses fortitude and hilarity. 

29 (13). Vitarkita: The glances are discerning. Sockets are 
turned up as in the action of guessing. The eyeballs are dilated. 
The look is also downward. Signifies guessing and conjecturing. 

30 (14). Ardha mukuja: The eyes are half closed. The lids 
are half open. The sockets of the eyes are held closed as in pleasure. 
The pupils are slightly rolling. Signifies joy, pleasure in smell, 
touch and taste. 

31 (15). Vibhranta: The eyeballs are unsteady, confused and 
looks are in bewilderment. The eyes are expanded and fully open. 
Expression of precipitousness, trepidation and confusion are signified. 
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32 (16). Vipluta: The eyes are overwhelmed with a flood of 
tears. The sockets throb. They are dull and halting. The eyeballs 
flooded with tears, are rolled up. The looks may be drooping. 
Unsteadiness, insanity, deep sorrow, pain and distress and death are 
signified. 

33 (17). Akekara: This consists in the twinkling of the eye¬ 
lids directed towards the tip of the nose. The look moves down to the 
floor. The glances indicate passivity, an equipoised condition of the 
mind. The eyes are partly shut. There may be contracted side- 
looks. The eyeballs are frequently rolled about. 

This is displayed to exhibit when it is difficult to see. The 
looks are also interrupted. 

34 (18). Vikosa; Both the eyeballs are out of their sockets, 
this is out of fear. They are fully open and there may be twinkling 
of the eye. The eyeballs are not fixed. To signify c not able to 
understand ’, anger and an excited mind. 

35 (19). Trsta. The cavities are turned up on account of fear. 
The eyeball is highly frightened in between outbursts of fear. Fear is 
expressed. 

36 (20). Madira: This consists of three varieties. Lustful 
condition is expressed. 

(i) Taruna Madira Buoyant inebriation. 

(ii) Madhyama Madira Adoloscent inebriation. 

(iii) Adhama Madira Ordinary state of inebriation. 

Taruna consists of frequent whirling of the eye. The looks 
are enfeebled. The ends of the eyes close as though due to starvation. 
The look develops into side glances. This is the state in youthful 
blossoming. 

Madhyama: In lustful life, the cavities of the eyes are slightly 
inverted. The eyeball slightly rolls. The look is never steady on 
anything. 
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Adhama: The third variety of the ordinary type consists 
in the lowest phase of lustfulness. It is either accompanied or un¬ 
accompanied by the twinkling of the eyes. The eyeballs remain 
open. The looks are downward. 

37. The use of these glances in practice is to be decided by 
natural conditions and in accordance with the feelings and emotions 
to be displayed as the occasions demand. These are also the means to 
exhibit Sthayi Bhavas for the sprouting of Rasa in the spectators. 

38. Eyeballs. 

The actions are divided into nine. Their descriptions and 
uses are narrated hereunder. 

(1) Bhramanam: revolving. The eyeballs revolve round 

and round with in the sockets. 

(2) Valanam: rolling. The triangular movement of the 

eyeballs, 

(3) Patana: down cast. In depression these are hung 

down loose. 

(4) Calanam: unsteady. Shaking movement of the eye¬ 

balls. 

(5) Sampravesanam: inverting. The eyelids indicate go¬ 

ing in. 

(6) Vivartanam: lovely and graceful. This is done with 

feelings of mercy and compassion. 

(7) Samudvrttam: looking up. 

(8) Niskrama: going out. 

(9) Prakrti: natural. 

Nos. 1, 2, 7 and 8. i.e. } Bhramana, Valana, Samudvrttam* 
and Niskrama express the feelings required for producing Vira and 
Roudra (Heroic and Terrific). Niskrama (8) and Calana (4) are 
combinedly used in frightened states, 
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■While No. 5 Sampravesana or Pravesana, is displayed for 
indicating the feelings ofhasya and blbhatsa, i.e. merriment and loath¬ 
someness. 

3. Patana: indicates mercy. 

8. Niskrama; indicates Adbhuta, wonderment. 

9. Prakrtam: for the other feelings. 

6. Vivartanam: is displayed for Srngara Rasa. 

These actions of the eyeballs are natural to man in daily life. 
The same have to be displayed for the depiction of Bhavas and for 
their results of the several rasas. 

39. Darsana: looks. 

These * looks * are eight in number which go with the place¬ 
ment of eyeballs. 

(1) Sama: “Well set”. The eyeballs are on the same 

plane and the looks gentle. 

(2) Sacya: Triangular position. The eyeballs get in 

between the eyelashes. 

(3) Anuvrtta: “ Scanning ”. In this the sight is directed 

to scan the object. 

(4) Alokita: “Carefree”. The sight of a bravado, not 

caring for the consequences. 

(5) Vilokitam: “Backwards; looking at the rear”. Sight 

is directed backwards, 

(6) Pralokitam: ‘Sideways. 5 The sight is directed side¬ 

ways. 

(7) Ullokitam: ‘Upward 5 . The sight is directed upwards. 

(8) Avalokitam: ‘ Downward 5 . The sight is cast down. 

40. Allied and kindred to the actions of the eyeballs are those 
of the eyelids* 
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There are nine actions classified. 


(1) Unmesa: The eyelids are disconnected. 

(2) Nimesa: The eyelids are closer in proximity. 

(3) Prasrtam: The eyelids are expanded and are apart. 

(4) Kuncita: The eyelids are bent. 

(5) Sama: Natural condition, neither closed nor widely 

open. 

(6) Vivartita: The lids are thrown up. 

(7) Sphurita: The eyelids throb. 

(8) Pihita: These are closely set. 

(9) Savitadita: Eyelids are beating and lashing one 

another. 

1, 2 and 6, Unmesa, Nimesa and Vivartita are to be dis¬ 
played in feelings of anger. 

3. Prasrtam is employed in the expression of Wonder; 
heroic and jubilant feeling. 

4. Kuncita for displaying unpleasant sights, to feel smell, taste 
and touch. 

5. Sama is employed in Srngara. 

6. Sphurita is displayed in feelings of jealousy. 

7. Pihita is employed to express sleep, swooning, disease, 
heatbearing, smoke, rain, darkness, due to cloudy weather and disea¬ 
ses of the eye. 

8. Savitaditam is employed when exhausted because of 

over work. 

41. Eyebrows. 

The actions of the eyebrows are classified into seven. 

(1) Utksepam: thrownup. This is of two types. 

(a) throwing up or lifting up the eyebrows simul¬ 
taneously to the same level. 
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(b) lifting up one brow after the other to the same 
level. 

This is useful to express wonderment, buoyancy and 
anger. When done by both the eyebrows it shows 
anger. 

(2) Patanam: cast down. The inversion of the above two 

processes. This is employed to indicate jealousy > 
anxiety, laughter, mimicry and smelling. 

(3) Bhrukuti: knitting of brows. This consists in lifting 

up the roots of the eyebrows, simultaneously to a 
point, (root: the end of the eyebrows at the nose). 
This is displayed in anger. 

(4) Caturam: expertness and grace. Eyebrows are 

slightly elongated and extended after taking a deep 
breath. This is a dexterous action to express 
Srngara, beauty, refinement, gentleness, enjoyment 
of a touch of flowers, and while waking up. This is 
also employed during amorous conversations and 
for emotional temperaments. 

(5) Kuncita: bent down or contracted. There is a soft 

bent in one or both .the eyebrows. This action is a 
specialised one employed by women who belong to 
the class of Mottayita, Kuttamita and Kilikincita. 

(6) Recitam: loosening. This is employed in Nrtta. 

(7) Sahaja: natural. This is employed when feelings are 

unruffled and unaffected. 

42. Nasa: Nose. 

There are six actions. 

(1) Nata: snubbed. The nostrills are frequently closed 
together. This action is displayed for expressing 



compliance with or gratification of women while in 
highly excited, erotic feelings and also in deep 
sighs. Showing feelings of disappointment. 

(2) Manda: “dull”. The nose is being lowered or 

concealed. This is displayed in nirveda state (of 
feelings) and also to show agonised, anxious, sorrow¬ 
ful. and morose feelings. 

(3) Vikrsta: ‘elongated’. The nose is ragged and elonga¬ 

ted. The nostrills are open. The display expresses 
strong and concentrated smell, and rouses Roudra 
and Vira rasas. 

(4) Sochvasa: snoring. Deep breaths taken through nose. 

This.'action signifies smelling of desirable things. 

(5) Vikunita: Bent sidewards. The nostrills are contact¬ 

ed. This is displayed to express anxiety, jealousy 
and the like. 

(6) Svabhavita: natural. Normal and natural condi¬ 

tion. Experts in nose actions should display the 
natural conditions of the nose for expressing all 
other emotions. 

One can note in the above nose actions that the fixity of this 
sub-limb in the face is not conducive to free movement like other 
sub-limbs. Only a few feelings can be displayed and that too in*a 
few situations. Generally the normal nose serves the varied purposes 
of gesticulations. 

43. Ganda: Cheek. 

* 

Six actions of the cheek are described. 

(1) Ksama: emaciated. This is a cast down condition- 

This is displayed to express sorrow. 

(2) Phulla: blossomed. The cheeks are fully blossomed. 

This denotes extreme pleasure. 
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(3) Ghurna: rolling. The cheeks are stretched out. 

This signifies buoyancy and pride. 

(4) Kampitam: shaking. The throb of the cheeks signi¬ 

fies anger and pleasure. 

(5) Kuncitam: bent. Well bent cheeks signify tactile 

sensibility, cold, fear and fever. This is accom¬ 
panied by horripilation. 

(6) Samam: natural. For the display of natural feelings. 

44. Adhara: Lower lip. 

(1) Vivarta: spinning round. The action consists in 

twitching the lip to a side. Feelings of jealousy? 
restlessness, disgrace and redicule are displayed. 

(2) Kampana: shaking. The vibrations of the lip denote 

internal pain, distress, cold, fear, anger and quick¬ 
ness. 

(3) Visarga: separation. Breaking up the lips. Grace 

fulness of women is expressed. (Bibboka type of 
heroine). Slight separation of lips. It denotes 
pleasure in passion. 

(4) Viniguha: concealing. Taking the lip inside the 

mouth. Expresses tiresomeness, weakness and trouble. 

(5) Samdasta: biting. Bitten by teeth. Denotes anger. 

(6) Samuda: natural elevation. This display means pity, 

sympathy, sucking, expressing pleasure and gratifi¬ 
cation. 

45. Cibuka: chin, (inclusive of teeth-rows and tongue and 


Seven are the chin actions. 

(1) Kuttana: ‘gnashing 5 of the teeth. This display 
expresses fear, cold, fever, anger and a tight catch. 



(2) Khandana: grinding. This action expresses penanc6, 

reading, conversing and the action of eating. 

(3) Chinna: cut. This is displayed to show disease, fear, 

‘ cold and physical exercise, crying and death. 

(4) Cukkita: gaping. Shown when yawning. 

(5) Lehita: licking. Shown to express lustfulness, appeas- 

rnent and fickleness. 

(6) Sama: natural. 

(7) Dasta: biting. Shows anger. 

The chin actions though named after one sub-limb, they 
:omprise combined actions of teeth, lips and tongue also. 

46. Asya: ‘ mouth \ 

The following are the six actions described. 

(1) Vinivrtta: fully opened. The action is displayed to 

show jealousy, envy, anger, and while insulting 
women. 

(2) Vidhuta: diagnol expansion. Indicates obstruction 

—‘ not so 5 and the like. 

(3) Nirbhugna: ‘downcast’. Indicative of gravity. 

(4) Bhugna. This is displayed to show shyness (of 

sanyasis) agony, sorrow, anxiety and humility. 

(5) Vivrta: lips separated. Indicates comic feelings, 

redicule’ sorrow and fear. 

(6) Udvaha: closed lips. This action is generally resorted 

to by women in sportiveness. Indicates pride, moving 
gait, disrespect, a commanding expression of ‘ well 
done *; “do this only and nothing else ”. 

The action may vary with the kindred feelings. These 
relate to sattvika—involuntary states of emotions. 
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47. Mukha: Raga: Hue of the face. 

Four varieties of this gesticulation are described. 

(1) Svabhavika: natural. This is employed to express 

natural conditions. 

(2) Prasanna: blossoming. Middle type of persons em¬ 

ploy to express wonder, comic and srngara. 

(3) Rakta: sanguinary. Display is to rouse (vira, and 

roudra), heroic and terrific and lustful. 

(4) &yama: dusky. The display rouses karuna, fear and 

loathsome rasas. 

Hue of the face is of utmost significance. Bereft of this 
action of the face, all other actions are rendered futile. 

VIII. 169. 

sarirabhinayozalpozpi mukha raga samanvitam / 
dvigunam labhate sobham ratraviva nisakarah / / 

170. 

nayanabhinayopi’syan nana bhava rasasphutah / 
mukharaganvito yasma natyamatra pratistitam / / 

171. 

yatha netram prasarpeta mukha bhrudrsti samyutam / 
tatha bhava rasopetam mukha ragam prayojyet / / 

Even as the moon brightens and makes the nights enjoyable, 
so does the hue of the face, make the other actions of the body and 
limbs, doubly brilliant and effective. (169). 

The action of the eyes, though resplendent with different 
feelings and emotions, the essence of the actions centres in the corres¬ 
ponding and apposite colouration of the face. (170). 

Even as the eyes move in accordance with the suite of actions 
of mouth, eyebrows, and glances so too the hue of the face must 
accord with the emotions and the rousing of the desired rasa. (171). 
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48. Neck: Griva. 


Nine actions of the neck are enumerated and described. 

(1) Sama: equipoised. This is the naturally erect pose 

used in dhyana—meditation and contemplation. 

(2) Nata: bent. The face is bent. This pose is displayed 

when one uses the toilette, tying and embracing in 
endearment. 

(3) Unnata: lifted up. For looking upward this is dis¬ 

played. 

(4) Trysra: ‘sideward movement’. Useful to express 

when heavy weight is carried on the shoulders, and 
to express sorrow. 

(5) Recita: whirling. In dancing and churning this is 

displayed. 

(6) Kuncita: bent to a side. Bending excessively. Used 

when there is a load on the head and also to protect 
the neck. 

(7) Ahcita: extend—stretching it out. This is displayed 

when pulled by the tuft of hair and for looking up. 

(8) Valita: twist, expression of looking to a side and 

when the neck is injured. 

(9) Vivrtta: increase; growth. To keep the face erect. 

Such and other kindred actions of the neck are 
displayed to the demands of necessity and circum¬ 
stance. 

These actions of the neck accord with the suite of actions of 
the head and other soub-limbs of the head. All head actions are 
controlled by the actions of the neck. 
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CHAPTER XIII 


ACTIONS OF HAND, CHEST, SIDES, BELLY, WAIST, 

KNEE, HIP, THIGH, AND FEET. 


The richest vein of Anga Abhinaya is Hasta-Abhinaya—Hand 
gestures. The diction of gestures is profound and is as variegated and 
wide as language itself, nay as the ideas themselves. Hastas signify 
not only the Word-Content in the minimum, but sometimes symbolise 
the gamut of an epic range of a subject. This role of interpretation 
is of vital importance to the composite art of NRTYA (Dance). 

Accordance between the hand-attitudes and the text of the 
song and music is of utmost significance, when one considers, the 
aesthetics of form in movement, cadence, representation and inter¬ 
pretation. The cadence of rhythm with the interpretation, in differ¬ 
ent postures is of highest importance. Standing in attention and giving 
vocal utterance will be as sterile as rendering music bereft of timing 
and rhythm. The Hasta-gestures, thus are of fundamental importance 
as they give vitality, grace, elegance and artistic finale to the 
given suite of bodily attitudes. 

In modern times, Mudra, a symbol prevalent only in Tantra- 
literature, is used as a synonym for Hasta. But nowhere in Natya 
classical Texts this technical word Mudra is used to signify Hasta. 
It will be an etymological apostasy to equate them. 

‘Figures of speech are Figures of thought * says Dr. A. K. Coo- 
maraswamy, the master mind in Art and Indology of recent times. 
Figures of form (Hasta actions) are figures of speech and thought. 
Loftiest of thoughts are comprehended by speech and these are in 
turn interpreted in Hasta-forms. Hasta interpretation is no doubt 
based on the Rgvedic hymn: 


♦SeeN. S. Krishnamurthy’s" Hasta Abhinaya ” 1955. 


83—10 




“ naitavad-ene-paro anyad asti 55 . (There is not merely this, 
but a transcendent another) and this ideal and sublime 
pronouncement is the revelation of the key to all Art, nay 
Metaphysical Ultimate. 

Madam La Meri (Madam Hugh Russel), the reputed Natya- 
Ballerina of New York observes “ The hand is made to look like 
the object of which it speaks, or it is the sublimation of the natural 
emotional gestures 

La Meri has been a poineer to orientalise the famous 
German Fairy Tale theme *Swan Lake, appositely making use, 
in the choreography (Dance-writing), hand-attitudes also, to signify 
the fable under production in Natya form. Natya-tomanes can 
very well now accept, with an approving nod, that Hasta-vocabulary 
has an everlasting universal potentiality, and that its apposite employ- 
the hand seems to be a well recognised mode of expression intertwined 
with intonation, oration and recitation. *B. L. Joseph in his mono¬ 
graph on Elizabethen Acting (O.U.P.) has brought out the full signi¬ 
ficance of gesture. It is in evidence that school curriculum compulsorily 
taught these gestures as an important adjunct to recitation during the 
Elizabethan times. 

The pride of Bharata-Natya is in its scientific classification 
and systematisation of these Handposes. The B.N.S. has defined and 
described these hand-gestures in Chapter IX. Subsequent theorists 
have extended these poses and developed these Hastas. Nandi’s 


Rg. X. 31.8. 

♦This Ballet (Nrtya Nafika) “Swan Lake” was first produced in Moscow in 
1876, choreographed by Julius Resinger. Later an improved version was by Marius 
Petipa on the lines done by Tchaikovsky. It was followed by several others, Diaghi- 
leff and Auton Dolin. 

♦In this monograph the author copiously quotes from John Bulwaris. 
Chirologia and Ghironomia 1664. 
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Abhinaya darpana * comprehends a variety of these poses and we 
find an indication that these poses are plastic enough toem brace 
multifarious purposes of interpretation. These Hastas are many 
and innumerable. The pose may be of the single or double hand. 
The patterns are classified into several standard forms and each atti¬ 
tude has a connotation, vividly described in the texts. The signi¬ 
ficance of the pose varies with the placement of the hand over the head 
or forehead, near the temples, the cheek, the neck, the chest near the 
belly, the hips or stretched down full length. Thus each attitude has 
a purpose conveyed by the pattern of the hand-pose. Thus the range 
of these Hastas seems to be unlimited. It is given to an adept danseuse 
(abhinetri) or a danseur (abhineta) to capitalise this limitless treasure 
cf Hasta-poses. 

2. The single handed poses are twenty four. Their descriptions, 
definitions and uses are narrated herein. The hand in this context 
means not the full arm or forearm, but the palm with its fingers set in a 
particular order. Single hand poses are known as Asamyuta Hastas. 
(not combined hand poses). 


SINGLE HANDS. 


1. Pataka: Banner. 

All the fingers of the palm are stretched out touching their 
sides—close—and the thumb is bent into the palm. (The whole 
length of the thumb touching the inside of the palm). 

This is used in dealing a blow, or cutting with an axe; or 
make one suffer in pain or enjoy pleasure. To display pride the hand 
in this pose is raised to the forehead. Further, tongues of flame, 
downpour of rain, pouring down flowers, light showers are shown 
with both hands in this pose. 

When both hands are crossed at the wrists it is svastika, 
and when released from this joint-pose, the action indicates picking 
up flowers, tender grass from watery ground. The action signifies 
also pointing something that is lying on the ground. In performing 
this action the hands are kept in svastika (crossed at the wrists) with 
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the palm pointing downwards i.e., the tips of the fingers. Further the 
combined action of both the hands in this pose signify covering a 
thing or closing a thing i.e., concealing. 

The fleeting movements of the beetle black bee and of the 
wind, dash of waves on the foreshore and flood waters. 

Moreover this palmpose of pataka denotes encouragement, 
showering of flowers over elders, flapping of the bird, and general 
actions of recita i.e., waving, rubbing against a surface, scathing over, 
pressing well, lifting up a hill, to enumerate ten-fold, hundred-fold 
and a thousand-fold, are all denoted by this pose, either single or 
dc uble. 


The inventive genius of the actor, as a prerequisite will be 
to the great advantage of displaying this pose—pataka. 

2. Tripataka: “ Triple flag Of the pataka-pose, if the ring 
finger is bent inwards {i.e. into the palm) it is to be known as * Triple 
flag \ 


Invitation, descent, discarding, disregard, objecting, entry, 
lifting up, obeisance, endearment, gift, illustration, expressing alter¬ 
natives in wonderment and speech are signified by this Triple flag- 
palmpose. Further uses are touching auspicious things, placing the 
hand over the head, turban diadem, wearing a crown, covering the 
face, nose, or ears, closing, avoiding bad sight, smell and sound. 

With this pose of the fingers, if the forearm is moved upward 
and downward, it will be indicative of ascent or descent of small 
birds, flood, warding off an approaching serpent, flies etc. This 
hasta is employed for wiping off tears, arranging the Tilaka (auspicious 
beauty mark on the forehead). Smearing of Sandal paste, or smearing 
a paste or resin before finally affixing the beauty mark. 

Both hands in Tripataka have to be employed for dressing 
the hair, while bowing to the feet of the Preceptor (swastika-crossed at 
the wrists), while accosting a bridal party Tripataka of both the hands 
have to be employed with the tips of fingers touching. 
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This hand pose has to be employed on seeing, on receiving a 
king. Then the fingers are loosened and hands are slightly shaken. 

When planets are seen the palms are held in svastika- 
crossed at the wrists. 

While obeisance to the austere Rsis who have performed 
penances is to be made tips of the fingers must be pointing outwards 
and when a gateway is sighted, the palms must be placed with tips 
touching. 

When indicating the mouth (probably the snouts of animals 
like boar, varaha) the palms must be held up, the lips pointing down¬ 
ward. The same action may be made when one sees fire, sea, war 
and crocodiles. 

This hasta further signifies monkeys, boats and waves, (or 
the jump of apes). Expert actors in imitating the aspiration of wo¬ 
men when feeling sultry. When the young moon is seen and this 
has to be displayed in gesture. Both hands in this pose are made with 
expanded thumbs pointing to each other. 

3. Kartari Mukha: “ Scissors-faced *\ 

The forefinger in the Tripataka palm is made to rest at the 
back of the middle finger. (They appear like the two blad<*s of 
Scissors). 

The palm in this pose, if held inverted i.e. the tips of fingers 
pointing downward indicate walking in the street, or decoration of 
feet by applying colours or painting the body. If the tips of fingers 
pointed upward indicate being bitten, horns, or writing a letter. 

Falling, death, transgression (by misplacing the foot) turning 
round, guessing, letting an article fall, placing a thing at a place, 
are signified by the palm in Kartari, but the forefinger is at the back 
of the ring finger. 

This hasta of the single hand or double hands indicates 
the following: 
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a deer, yak, buffalo, divine elephant, bull, tower of tem¬ 
ple, gateway, hill-peak. 

4. ArdhaCandra: “ Crescent Moon 

The fingers and the thumb are all bent to the formation of a 
bow. (The thumb is extended away from the forefinger). 

This pose indicates: young trees, crescent moon, rotundity 
of a fine vessel, conch, bangles, bulging of the vessel, sphere. (If 
need be, this pose of both hands may be used). Girdle, waist, fore¬ 
head, ornament worn at the forehead, ear-rings of ladies. 

(Popularly ardha candra prayoga means necking out. This 
palm in this pose is placed at the neck below the head and pushed for a 
forced expulsion of the unwanted person.). 

5. Arala: “Curved.” 

The forefinger is bent like a bow, the thumb also is bent 
similarly. The lest of the fingers are kept upward but bent inward 
at the first phalanges. 

The arala posed palm is used to denote physical strength, 
haughtiness, valour, bloom, fortitude, divinity, heavenly gravity, 
blessings, actions of friendship, holding the long tuft of hair of a lady, 
lifting the tufts of hair by ladies after bath to dry up the hair, to des¬ 
cribe the several limbs of the body, ^connubial pleasure, while making 
circumambulation. 

The tips of the fingers are interlaced (svastika) to indicate 
a roundness and gathering of teeming crowds, floral design-draw¬ 
ings on the ground (rangavalli). 

.If the fingers are bent inwards of the palm the indication 
is invitation to come j of outward, indication is raising an objection. 
Moreover this palm-pose may be employed to signify creation, measu¬ 
ring out something exhaustively, pecking out grass unwittingly and 
purposelessly, futile and disjointed talk, removin sweat by a lady in 
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a graceful manner, smelling good scent and to express ‘ this is the 
best/ 


All the actions of Tripataka that could be employed by 
women can be employed to advantage with Arala pose. 

6. Sukatunda: e Parrot’s beak ’ 

In the arala palm pose, the ring finger is bent inward the 
palm. This is employed to express “ neither I nor you,” to invite, 
to discharge, to express repulsion with disrespect. 

7. Musti: c Fist * 

The finger-tips of the four fingers are bent inwards into the 
palm and the thumb is over them. (Fist-pose). 

Used to show beating, physcial exercise, going, twisting 
or torturing, carrying the swords or sticks; holding a stick or spear. 

8. Sikhara: * Crested ’ 

In the fist-musti palm pose, the thumb is lifted to form a 
crest over the rest of the clasped fingers. 

This handpose indicates a rope or a ray, or a blade of grass, 
hook, goad, bow, weapon, known as tamara sakti; painting the lower 
lip and lifting up the hair of the head to coiffeur. 

9. Kapiddha: “ Wood apple ” 

In the Sikhara pose, the middle and ring fingers are bent 
and touch the forefinger. 

The uses are sword, bow, discus, missile, javalin, spear, 
club, thunderbolt—all implements and weapons of fight. 

10. Khataka Mukha: “ Bracelet-faced ” 

In Kapiddha palm pose the little finger and the ring finger 
are lifted and bent. This is Khataka Mukha. 
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The following are signified: sacrificial substance, (ghee- 
melted butter) or that which is fit to be put into sacrificial fire, um¬ 
brella, holding up the reins, fanning, holding up the mirror, cutting, 
kneading , preparing the toilette for putting on the facial beauty mark, 
holding a long stick, extension and flexing of one’s arms and legs, 
allowing to go, withdrawing, holding the ends of garlands (both 
hands in this pose), flowers of garlands, holding the edges of cloth, 
border of cloth, showing a necklace of pearls, pulling down the churn¬ 
ing pots, plucking the flowers , use of goad or whip, holding the 
thread of the goad, and sighting a lady. 

11. Suci Mukha: c Needle-faced ’ 

In the pose of Khataka Mukha, the forefinger is extended 
or stretched out. This is Suci. This pointed forefinger is either 
lifted up, bent, moved from side to side, shaken or lifted up, to suit the 
object or word to be represented. 

This pose indicates missile, discus, or multitude of crowd, 
lightning, flag, creepers, gourds, vine creepers, mango, ear ornament, 
crooked walking, fish swimming in water, bidding adieu, wishing 
a good journey (bon voyage) movements of young sperpents (different 
from fish in water) throwing out the sacrificial things, basketful of 
tender leaves being thrown out, waving a light, curls of hair hanging 
on the sides or back, falling in zigzag movement, and circling round. 
These are represened by the shake and upturned forefinger. 

When this forefinger is kept up right, denotes pointing to 
stars, the bridge of the nose, or the row of teeth and to indicate the 
mouth the finger is slightly bent. 

When the forefinger is moved round and round, it signifies 
comprehension of the whole universe, lying flat, rising up and begin¬ 
ning of a long day. 

When the tip of the finger is taken near to the mouth bent 
and shaken, denotes speech. Similarly when taken near to the ear, 
bent and shaken or extended horizontally, signifies negation ( c no ’) 
when shaken and lifted up indicates ‘speak on’. 
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When the finger is shaken it exhibits anger, excitement or 

sweating. 


When the finger is taken near the cheek, it indicates tresses 
of a lady, ornamental armour, covering the shoulders. When it is placed 
on the forehead shows conceitedness, egotism, pointing out an enemy 
in anger. This finger also represents the interrogation “ who is he ?” 
scratching of the ear; to denote union both hands are employed 
and when removed from this combined pose indicates separation. 

When the forefingers in this pose are crossed (svastika) 
indicate quarrel, when knit together signify an embrace (one pres¬ 
sing against another). When both are put together on the left side, 
represent the end of the day, if placed on the right side, show end 
of the night. If the fingers are placed face to face show * not sepa¬ 
rated.’ The disc of the moon is indicated by both the fingers. 

When fingers of both the hands are employed indicates 
separated, the distance between them must be four to five inches. 

If the finger is lifted up along with the head, indicates Indra. 
When the finger is moved round and round, the disc of the moon is 
signified. 


If the tip of the finger is placed on the forehead, indicates 
the third eye of Siva, and when bent at the sides, Indra is represented. 

When the end of the finger alone is moved, indicates ‘ form ’ 
or a machine to turn stones. 

Whenever a halo is to be represented the finger must be 
pointed downward. To show Siva, touch the middle of the forehead 
and bend the finger downward. (Denotes the third eye). 

12. Padmakosa: ‘ Lotus bud ’ 

All the fingers are free of each other and the thumb. They 
are curved to form a cup. The palm points upward. The tips of 
all the fingers and thumbs remain separate. This is PadmakoSa 
hasta. This indicates the holding of Bilva fruit, or wood apple in the 
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hand. To show the breasts of women, to show flesh, the finger tip 5 
are bent. Slice of flesh and a fruit with many seeds are also shown. 


Worhsip of God, offering sacrifice, a small box, offering rice 
balls in rituals to the manes. A cluster of flowers can be shown by 
this palm pose. Blossomed lotus, wavering of petals, and all types of 
lotuses can also be indicated. 

13. SarpaSira: Serpent’s hood. 

All the fingers along with the thumb are held colsely and 
they are slightly bent inward to form a hollow from palm up to tips of 
fingers. This palm indicates libation with water, movement of a serpent, 
sprinkling of water, beating against the arm in challenge, and patting 
the elephant’s head. 

14. Mfga sirsa: Deer-head. 

All fingers are held close together downward, tips pointing 
earthwards, the little finger and thumb are pointed upward. 

The foilwing are indicated: 

“ It is now here,” strength, hilarity, throwing down 
the dice, wiping out sweat, Kuttamita class of heroine, who effects 
amorous action of rupulse to the lover. 

15. Kangula: “ Plough ” (also known as Langula). 

The two fingers, i.e., the middle and the forefinger together 
with the thumb are held down like three flames from fire, the ring- 
finger is bent and the little finger is raised up. 

This indicates different kinds of small, unripe, tender fruits, 
and if the fingers are thrown down, angry words are signified. 

Precious stones, cat’s eye, (Lapis-lazuli) emerald, flowers and 
cat’s foot are also shown by this hasta—handpose. 

16. Alapallava: (also known as alapadma) ce Tender leaf” 
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This is a continuous action to simulate the blossoming of the 
tender leaves. 

The fingers are bent into the palm of the hand one after 
another in order and released to a side. The wrist is also twisted to 
harmonise with the release of the fingers. 

Indicates rejection or refusal, to say “ who are you,” 
denial, empty words, chiding away, reference by a lady to herself. 

17. Gatura: “ Deft Adroit. 

The little finger is placed upright, the others are stretched 
with the thumb in between them. This formation is of the four fingers 
with the thumb bent inward the palm as if indicating the other four 
fingers. 


Politeness, humility, discipline, orderliness, well trained 
youth, sickness, strength, shyness, fitting words to be adopted, truth¬ 
fulness and peace are indicated. 

Both palms may also be used to express full enquiry into a 
man’s condition, guessing, bashfulness, similarity of eyes and lotus- 
petals, ears of deer. Sportive dalliance, colouration, memory, shades 
of intellect, patience, strength, mere consciousness, cleanliness and 
going together, deftness, pleasurableness, amiability, kindness, softness, 
mellowness, comfort, character, questioning, conversation, dress, 
accoutrement, and a grassy plot are also indicated. Further, plenty, 
want, sexual embrace, decent quality, its absence, youth, household 
spouse, different castes and creeds are also indicated. 

Colours like white are indicated by the uplift of the hand, 
red and yellow by rounding, blue by rubbing the hands. 

18. Brahmara: ‘Bee’ 

The end of the thumb touches the tip of the middle finger, 
the forefinger is crookedly bent, the other fingers are kept upwards 
indifferently. 
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The pose is indicative of holding flowers which have long 
stalks like lotus, black lily and the like. Ear ornament, this suite of 
fingers are loosened with the sound thus produced. Threatening, 
children’s talk, quickness, timing, cymbal beat and making one 
believe. 

19. Hamsasya: ‘Swan-faced 5 . 

The forefinger and middle finger are bent and are in contact 
with the thumb (without leaving any space between them). This is 
conventionally known as tretagni —three fires. The other two fingers 
are extended. 

This pose indicates degrees of cleverness, littleness, slackness, 
deftness, essencelessness, softness. When necessary the tips of the 
fingers may be slightly shaken. 

20. Hamsapaksa: * Swan’s wing ’. 

The ring, middle and fore fingers are bent, the little finger 
is upright and the thumb is bent. 

This is presented to indicate, offering oblation of water, 
touching the cheek, act of accepting a gift, sipping water, eating food 
by priests, embracing, sight of a huge pillar, horripilation, touch, 
smearing of paste, pressing, massage, things that toss between the 
breasts of a woman, when she is in a sorrowful mood or rather 
wailing, and resting of the cheek on the palm. 

21. Samdamsa: c Biting or pricking 5 or Spanner-like. 

This pose is similar to Arala c curved 5 —No. 5 i.e., the fore¬ 
finger is bent and its tip is in contact with the tip of the thumb, the rest 
of the fingers are kept upright. The palm is slightly in depression. 

As the needs of rasa and bhava demand this pose has three 
types of attitudes. 

(1) Agraja .. arising from the tip-ends. 

(2) Mukhaja .. arising from the face. 

(3) Parsavagata .. moving at the sides. 
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(1) Agraja action is performed to indicate plucking and 
knitting of flowers and holding them with pincers, or catching straw 
bits, dry leaves, hair and thread. Also employed to extract foreign 
bodies like bones etc. and pulling them. 

(2) Mujthaja :—To indicate plucking flowers from the stalk, 
in pulling away the wick of a lamp, thrusting a probe, to express 
contempt-like 4 fie * and anger. 

(3) Parsvagata:—Indicates wearing of the sacred thread 
by dvijas (Twice-born), drilling, adjusting the bowstring with a 
sharp arrow, taking aim at a target, yoga practice, meditation and 
concentration. Both hands have to be employed for the above. 
Further, insipidness, crookedness, envy, fault finding words, use of the 
left hand. The ends of the fingers may be slightly bent. 

When ladies employ this pose for signifying drawings, 
ornamenting, applying collyrium, guessing, show stocks of something, 
appearance of coral, tender leaf attached to a stalk, and twisting and 
extracting juice. 

22. Mukula: ‘Bud’. 

Make Hamsasya pose No. 19. All the tips of the fingers 
in contact with the tip of the thumb are pointedly shown upward. 

Worship of the gods, offering a sacrifice, lotus buds, black 
lotus buds, kissing of lovers are signified by this pose. 

If the fingers are loosened, the purport is non-contempt 
and non-abuse. 

Further eating, counting gold pieces, wrinkled face, twisting 
in displeasure, hurry to make a gift, and unblossomed buds are also 
indicated. 

23. Ornanabha: 4 Spider.’ 

In padmakosa pose No. 12, the fingers are separate and 
slightly bent. In that if the fingers are all bent at the middle phalanges, 
this attitude of the palm simulates a spider. 
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This is used to denote holding the tuft of hair (combing) 
or catching a thief, catching the head, leprosy, lion, tiger, and holding 
a stone. 

24. Tamra cuda: 4 Cock’s tuft Cock’s comb. 

The thumb touches the middle finger, the forefinger is 
bent, the rest of the fingers are bent into the palm. 

Uses: —Threatening; if slightly loosened denotes accompany¬ 
ing of noise, timing— (tala), to make one believe, to confide, the thing to 
be done quickly, to make a sign, beckon one to approach, to reckon 
time units like kala, Kasta, Nimesa and Ksana, speech of boys are 
the uses of this hasta i.e., handpose.. 

This pose may also be like this. 

All the fingeres are held together and bent with the thumb 
over it. The little finger is extended. Numbers like hundred, 
thousand, a lakh (1/1 Oth of a million) are indicated. Gold is 
denoted. If the fingers are loosened fireflies are signified. Also 
drops of water or any other liquid are indicated. 

Having regard to the purpose of presentation even the single 
hand poses can be repeated with the other also to convey precision of 
ideas. 


3. DOUBLE HANDED: SAMTUT A—D.H. 

1. Anjali: * Obiesance.’ 

When both the palms are in contact in Pataka pose. 

(s.H. I). 

This is used to express bowing to gods, gurus and friends. 
If this palm-pose is at the head, it is for the gods, if at the face, it is 
to the masters, and if it is at the chest, shows greeting to friends. Even 
women perform accordingly. 

2. Kapota: Pigeon. 

Both the hands are elapsed at the sides with the palms 

hollowed. 
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Humility, approach, bowing to guru, and conversation 
are indicative of this palm pose. If women hold it at the chest, it is 
indicative of cold and fear. Held to represent a tortoise. 

If the fingers are closely pressed and slightly loosened, 
denotes dejection. 

To express ** only so much ” and “ there is nothting more to 
be done,” this pose is employed. 

3. Karkata: “Crab” 

The hand in which the fingers are stretched out to their full 
length—all separate and not touching each other. 

This indicates one who stretches just after raising from 
sleep, stretching out all limbs, yawning, sneezing after just getting up 
from bed, and a big belly. 

Resting the cheeks on the palms, holding conch to use it for 
blowing, are also indicated. 

4. Svastika: c Crossed ’ 

Arala (No. 5 single hand pose) of both hands is made and 
the forearms are crossed at the wrists. As this is a continuous action, 
it is lifted up and kept a little to a side. 

This is the well known Svastika pose. This is performed 
by women. 

When the svastika is loosened, the palms indicate airts, 
clouds, sky, forest, oceans and seasons. Earth and flood are also 
shown by this pose. 

5. Khataka vardhamanaka: f Bangle-developed * 

Half closed palms as those of wrestlers facing each other. 
To indicate a graceful and pleasing act and bowing. Stocks of red 
lotuses, lilies, holding an umbrella, betel leaves of acceptance are 
signified by these palms. 
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6. Utsanga: ‘ Thigh * 

Arala (No. 5 S.H.) in svastika type, i.e., crossing at wrists, 
lift up the hands facing each other. Act of catching is intended. 
The hands are separated to represent the thigh. 

Squeezing, kneading dough, pressing, anger and revenge 
are indicated. If by women expression of jealousy is denoted. 

7. Nisada: * Catch * 

Here two different single-handed poses are combined. 
The hand in Mukuja pose (No. 22 S.H.) encircles the other hand in 
Kapiddha pose (No. 9 S.H.). 

The following are indicated: 

Keeping tight hold after catching, agreement, speaking 
truth, placing, brief (i.e. which is expressed pithily) (in this both 
hands are pressed again each other). 

An alternative definition is also given: 

One hand is in Sikhara pose (No. 8 S.H.). This is 
pressed over the other hand in Mrgasirsa. (No. 14, 
S.H.). " 

This indicates one struck down by fear. 

Another definition is: 

The right hand held in Musti (No. 7. S.H.) is passed 
through the space between left elbow and arm. 

The actions are, courage, lustfulness, haughtiness, well being, 
anxiety, adventurous progress, pomp, self-conceit, pride and steadiness. 

Still another definition is given: 

Both the palms are in hamsa paksa (No. 20. S.H.) with 
backs of the palms in contact. The actions are win¬ 
dows, nets and strking. 
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8. Dola: 4 Cradle swing * 

The palms held in pataka (No. 1 S.H.) are stretched out 
with upturned palms to simulate a swing. 

The signifying actions are:- 

Surprise, extreme sorrow, swooning, lustfulness, depres¬ 
sed condition, agitation, striking, applying pressure, over powered 
by disease, and injury from a weapon. 

9. Puspa Puta: 4 Receptacle for flowers * (Socket of a flower) 

Both the hands in sarpa sira are joined to leave an enclosed 
hollow of the palms. (No. 13 S.H.). 

This represents holding things like grain, fruits, flowers 
and the likd; their being held and brought, and receiving water and 
throwing away. 

10. Makara: Crocodile. 

The palms in pataka (No. 1 S.H.) are placed one over the 
other, the thumbs, one points upward and the other downward on 
either side of the palms. The appearance of lion, dragon, wolf, 
alligator, fish and some demons. 

11. Gajadanta: 4 Tusks * of elephant. 

With the palms held in Sarpa Sira (No. 13 S.H.) the fore¬ 
arms are bent over the shoulders, to indicate marriage of parties, 
carrying heavy load, holding a pillar and trying to pull boulders from 
a hill. 


12. Avahitha: 4 Piercing * 

When the palms in Sukatunda pose (No. 6 S.H.) with finger 
tips pointing first to the chest and then turning downward to the chest. 
Weakness, breathing out, exposing the limbs, leanness, anxiety are 
indicated and these must be performed falteringly. 



13, Vardhamana: ‘Profess’ 

The palms in Hamsa paksa (No. 20 S.H.) in reverse position 
(back to back). 

Breathing through netted windows, accepting, keeping 
agreement, speaking truth, brief, well placed, are indicated. 

14. These hand (or rather palm) poses are known as Abhinaya 
Karas—Gesticulatory hands. Their exhibition must be interpreted 
according to the context and sense. 

The actor with expertise must understand the situation 
(of the text to be Choreographed) and perform the format of the palm 
(Hand gesture) to suit the ‘ form * to be represented the incident, 
symbolic innuendoes and cognate matters. He must make his own 
study and perform the same to perfection with discernment. 

The above lists of handposes are exhaustive enough and these 
appeal to visual perception. 

There are also other hand poses which may at pleasure and 
discretion be employed to indicate bhavas, aesthetic pleasure and 
emotional and mental conditions. 

Dansuers and dansueses must exhibit these handposes, 
fully comprehending the purport having regard top lace, time, situa¬ 
tion and action suiting the context. 

The above classified handposes do need some ancillary 
movements. The cadence of movement has always to be harmoniously 
integrated to align with the actions of eyes, demeanour and eye¬ 
brows, 

(1) Utkarsana, Pulling up, (2) Vikarsana, Pulling sideways, 
(3) Vyakarsana, Stretching out, (4) Parigraha, 
Encircling to catch, take fully, (5) Nigraha, Re¬ 
jection, (6) Ahavana, Inviting, (7) Todana, Tease 
or annoy, (8) Samslesa, Embrace, (9) Viyoga, 
Separation, (10) Raksana, Protection, (11) Mok- 
saria, Release, (12,) Viksepa, Rejection in contempt. 
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(13) Dhunana, Waving or shaking, (14) Visarga, 
Agreeable rejection, (15) Tarjana, Cautioning and 
threatening, (16) Chedana, Cutting, (17) Bheda-na 
Splitting, (18) Sphotana, Blossoming or dilating, 
(19) Motana, Contraction, (20) Tadana, Beating. 

These are the several means by which the classified hand- 
poses have to be exhibited in a performance, having full regard to the 
context and for fully conveying the meaning. 

Further three more means of hand gesticultions are specified: 

(1) Uttana .. Lifting up. 

(2) Parsvaga .. Taking to a side. 

(3) Adhogata .. Dropping downward. 

These placements have to be aligned with the exhibition of the hand- 
pose. 


The skilled actor must perform the actions of hand-poses, 
the deportment of which must always accord with the actual experience 
and behaviour of the men of the world. Otherwise the actions will 
become outrageous, disrespectful and positively, insulting. When 
superior things are to be indicated, the hand must move towards 
the forehead; for medium things towards the chest and for the ordinary 
towards the feet. (Lower portions of the body). These may also 
be mixed up if the needs of the world demand such a combined re¬ 
presentation. Intelligent players must perform only such hand-poses 
with such composite dexterity always harmonising with all circum¬ 
stances—otherwise the depicition may lead to grotesqueness. 

While displaying the following emotional feelings no hand- 
pose need be employed, but only suitable modulations of the voice 
(Kaku) will suffice: 

Visanna, Dejection; Murchtia, Swooning; Hrite, Ashamed; 

Jugupsa, Anxiety; Soka, Sorrow; Glani, Depression; 

Svapna, Dreamy State; Vihaste, Placing the hand in the; 
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wrong places; Nisceste, Actionlessness; ranctrite, Motn- 
fulness; Jade, Dullness; Vyadhigraste, Diseased condi¬ 
tion; Jararte, Old age and decay; Bhayarte, Frightened 
condition; Sitaviplute, Overwhelmed by cold; Matte, 
In drunken state; Pramatte, Committing mistakes and 
errors; Unmatte, Mad; Cinta, Moody; Tapastite, 
When in penance; Himavarshate, struck by snow and 
rain, Baddhe, When bound; Varimaplava samsrite, 
Encircled by water; Svapnayite, When dreaming; 
Sambhrante, Surprised in amazement; Spotane, Exp¬ 
losive noise. 

Hand-poses alone will not be of good avail. The above 
expressions must accord with natural actions. So also the modula¬ 
tion of voice, which must conform to aesthetic taste and bhava. 

IX. 180. 


na hastabhinayah karyah karyah sattva sa masrayah, 
tatha kaku vises asca nanartha rasa bhavakah 

When both the hands are employed to display the classified 
poses, then simultaneously the appropriate looks, verbal expressions, 
pauses and the like must be exhibited to convey the correct sense. 


The whole of the Dance-movements are broadly based on 
the following actions: 


(1) Uttana 

(2) Vartula 

(3) Trsra 

(4) Sthita 

(5) Adhomukha 


.. Lifting up 
.. Circular 
.. Triangular 
.. Static 
.. Downward 


These hand-poses relate to Abhinaya— i.e. gesticulatory 
hand actions that convery rasa and bhava. 

5. Now Nrtta hastas ie., pantomimic poses of the hand. How¬ 
ever these are employed for their aesthetic effects.. They need not 
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convey any meaning. They are employed for their graceful presenta¬ 
tion of form, always according to music and time beats. 

1. Caturasra: Rectangular, Nr. H. 

The hands are in Khatakha mukha. No. 10. S. H. They 
are placed eight inches away from the chest, and they are turned 
towards the actress. The elbows and arms are equally levelled. 

2. Udvrtta: Lifted up and turned round. 

The hands are in.Hamsa paksa (No. 20 S.H.). They are 
turned round like a fan. 

This is also known as Talavrntaka (Fan-like). 

3. Tala Mukha: Pointing to surface. 

The hands in Caturasra (Nr. H. No. 1) and then in Hamsa 
paksa pose. (No. 20 S H) The hands are kept oblique and face each 
other. 

4. Svastika: Crossed. 

The hands in the previous poses are crossed at the wrists. 

5. Viprakirna: Scattered. 

The hands crossed at the wrists as above are released. 

6. Arala and Kataka mukha: Curved and Wristlet. 

Make the action of Alapallava (No. 16 S.H.) then Padmakosa 
(No. 12 S.H.) in an upturned attitude. This is also a combination- 
pose. Alternative description consists in keeping the hands at the 
wrists in Arala (No. 5 S.H.) and loosening them. (The loosening 
must be sudden). 

7. Aviddha vakra: Piercing downward in a curve. 

The shoulders, upper arm and elbow are all curved. The 
hands are put in opposite direction^. 
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8. SuciMukha: Needle-face. 


The hands are held in Sarpa sira (No. 13 S.H.). The 
middle finger and thumb are stretched out. 

The same action can be performed with the palms crossed 
at the wrists. 

9. Recita: Emptied by Whirling. 

The hands are in Hamsa paksa (No. 20 S.H.) and whirled 
at the wrists very quickly. The palms are extended and are upturned. 

10. Ardha Recita: Half Emptied. 

The left hand is in Gaturasra (Nr.H. No. 1) and the right 
hand in Recita (Nr. No. 9.). 

11. Uttana Lifted up. Uttana -}- Ancitau = Uttana vancitau. 

The elbow and upper arms are bent with the palms in 
Tripataka pose (No. 2 S.H.). They are moved slightly obliquely. 

12. Pallava: Tender leaf. 

The hands in Pataka are separated. 

13. Nitamba: Posterior, nates. 

The hands in pataka are made to emerge from the heads 
of shoulders. 

14. Kesa Bandha: Goiffeuring. 

The hands in pataka are made to emerge form the hair of 
the head, sides and all-round. 

15. Lata: Creeper. 

The hands in pataka are slightly extended obliquely and 
kept at the side. 
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16. KariHasta: Elephant’s Trunk, Proboscis. 

The hands in the previous pose are lifted up and are moved 
from side to side. But the hands are in Tripataka pose (No. 2 S.H.) 
when approaching the ears. 

17. Paksa Vancita: Side and bent. 

The hands in Tripataka are placed at the heads of the loins 
i.e. hip bones. 

18. Paksa Pradyota: Side and turned to the opposite side. 

The hands in Tripataka point in opposite directions. 

19. Garuda Paksa: Kite wing. 

In the above Nrtta Hasta, the hands point downward. 

20. Danda Paksa: Stick to a side. 

The hands in Hamsa paksa (No. 20 S.H.) are extended. 
Turn round and round like flapping. The upper arms are also extended 
at the same time. 

21. Urdhva Mandala: Upper Circle. 

The hands (normal) are lifted up and turned round and 

round. 


22. Parsva mandala: Side whirling. 

The hands are extended sidewards and whirled. 

23. Uro mandala: Chest circling. 

One hand is in udvesta (stretched upwards) the other is in 
apavesta (downward stretched). They are turned round near the 
region of the chest. 

24. Urah parsvartha mandala: Semi-circling near the chest 
and sides. 
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Make alapallava (No. 16 S.H.) and arala (No. 5 S.H.) 
of the hands. , Move them quickly in half circles near the chest. 
The movement must be on the sides only. 

25. Mustika Svastika: Fists crossed. 

The hands in khataka (mukha) pose (No. 10 S.H.) and they 
are crossed at the wrists slightly bent. 

26. Nalina: Lotus variety. 

The hands in Padma kosa (No. 12 S.H.) are extended and 
whirled in and out. 

27. Alapallava: Sprouting leaves. 

The tips of the fingers are lifted up, udvesta, 

28. Ulbhana: Out burst. Inflation. 

The .above hands are stretched out pointing upward. 

29. Lalita: Graceful. 

The hands in alapallava (Nr.H. No. 27) are placed over the 

head. 

30. Valita: Bent or twisted. 

The hands in lalita are crossed at the elbows. 

These Nrtta Hastas are employed in the suite of the com¬ 
posite actions of Karanas (Vide Ch. IV). They can be represented in 
Abhinaya also. To suit the sense and idea these Hasta actions may 
be combined both for Natya—Dance, and Nrtta—pantomime. 

The performance of these Nrtta Hastas is known as Kara- 
nam (performance) and this is of four kinds. 

(1) Avesta, Closing; (2) Udvesta, Releasing; (3) Vya- 
vartita, Circling in the reverse; (4) Parivartita (udvar- 
tita), Circled. 
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1. Avesta:—In this the fingers, from the forefinger, middle 
ring and the little are folded into the palm in order leaving space in 
between them, one after another. 

2. The fingers thus folded in are released in the same order one 
after another is udvesta. 

3. Vyavartita or Avarta:—The fingers beginning with the 
little finger are moved round and round in order one after another 
(inward the palm). 

4. Parivartita or udvartita:—Is the release of the above in 
order one after another outward. 

Further in hand gestures some more movements of the same 
are enumerated below: 

(1) Tiryak .. Moving sideways obliquely. 

(2) Urdhva Samsta .. Moving above the head. 

(3) Adhomukha .. Pointing downwards (towards 

the earth). 

(4) Ancita .. Starting from the chest, the 

hand is moved round the 

head. 

(5) Apaviddha .. Is piercing action. 

(6) Mandalagati .. Moving in a circle. 

(7) Svastika .. Grossed. 

(8) Prstanusare .. Self-led, the hand follows one’s 

own body. 

(9) Udvestita .. The movement begins with 

the movement of the wrist. 


(10) Prasarita 


.. Extension of the hand. 
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The above are the actions known as Karanas of the hands. 
These have to be employed by Nartakas—Actors. 

6. HRDAYAM: CHEST (Region of the heart) 

1. Abhugna: Fully bent. 

The chest is lowered, posteriors are lifted. Shoulders are 
bent and loosened. 

The action indicates confusion in surprise, sorrow, swooning, 
fear, disease, something sticking in the heart. These also may be dis¬ 
played when in contact with chills or when exposed to rain, or 
due to shyness, as the context and circumstance demand. 

2. Nirbhugna: Straight. 

Chest is kept steady, posteriors are lowered. The shoulders 
are not bent but lifted up. This is displayed to exhibit, standing still, 
humiliated, sight of something surprising, when speaking truth, 
conceited talk about the self and height of pride. 

Further it is said, deep sigh, yawning, crushing, affected 
indifference towards a lover are also indicated. 

3. Prakampita: Shaking. 

The chest is continuously up-heaved. 

This action denotes laughing, weeping, exhaustion, fear, 
deep breathing, coughing, hicupping and sorrowing. 

4. Udvahitam: Lifted up. 

The chest is inflated and lifted up. This is exhibited to 
present deep breaths, looting up at things high, yawning and the like. 

5. Sama: Normal. 

The chest and other limbs are at rest and in the natural 

state. 
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This is indicative of well being and healthy condition. 

7. PARS VA: Actions of the Sides. 


1. Nata: Bent. 

The loins are well bent, the side is also bent. Similarly 
the heads of shoulders are loosened to a side. Indicates the action of 
approach. 

2. Unnata or Samunnata: Elevated. 

By some artfulness or skill make the opposite pose of the 
above nata. Such reverse actions of the loins, side and shoulder must 
be made. This exhibits c to draw back 5 or to withdraw. 

3. Prasaritam: Extended. 

The sides are uplifted. 

This denotes joy. 

4. Vivartita: Rounding. 

This consists in the region of the posterior rounding (rump). 

Indicates turning back. 

5. Apasrta: Withdrawing. 

Relaxing the limbs from the previous pose Vivartita. 

Indicates return, coming back. 

8. UDARA: Jathara, Belly. 

1. Ksama: Famished. 

When the belly is slender, thin, it is Ksama. It indicates 
laughter, ridicule, crying, deep breath, and yawning. 

2. Khalvam: When depressed. 
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It indicates sickness, addiction to penance, exhaustion 
and hunger stricken. 

3. Purna: Full-blown. 

When full-blown or bloated. 

Indicates full breath, stoutness and sickly condition. 

9. KATI: Waist. 


1. Chinna: Cut. 

The waist is well twisted in the middle. 

Indicates exercise or extending, wonder, twisting round, 
seeing and the like. 

2. Nivrtta: Drawn back. 

This action consists in facing one who has turned his face 
away and in coming back. The display shows turning and returning. 

3. Rectia: Emptied out. 

Indicates circular movement. 

4. Kampita or Prakampita: Shaking. 

Waist is moved obliquely and backward quickly. 

Gaits of a hunch back, short and low people are indicated. 

5. Udvahita: Lifted up. 

Lifted up above the posteriors. 

Exhibited to indicate stoutness, graceful! gait of women. 

10. GRU: Thigh. 

1. Kampana: Shaking. 

This consists in lowering and lifting up the heel frequently. 
Uses are to indicate fear and gait of mean people. 
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2. Valana: Circling. 

The knees are placed with space between them. 

Walking of women at their pleasure, carelessness, twisting 
of the legs while walking are the display. 

3. Sthambana: Steady. 

When the thighs seem to have been pierced down. 

Indicates terror, alarm and sorrow. 

4. Udvartana: Twisting and fixing. 

Indicates exercise, stretching out. 

5. Vivartana: Separate. 

The heels are inverted. 

Indicates starting out, movement in agitation and surprise. 

The actors must observe the deportment of others in the 
world while performing these actions. 

11. JANGHA: Lower Knee (Genu). 


1. Avartitam: Circling. 

The left foot is moved from the left to the right and front 
then to the left again. 

A second definition in the alternative is also given. The 
calves are put in swastika (crossed). This action is employed by the 
Court Fool in his gait. 

2. Nata: Bent, Genuflection. 

The knees are bent, i.e. leaving space between them. 

This is performed while sitting, standing and walking. 
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3. Ksipta: Asunder. 

Throwing away the calves asunder is this action. 

This is employed in dance and in physical exercises. 

4. Udvahita: Lift Up. 

The calves are lifted up. 

This is employed in walking with the toes piercing into the 
earth or ground. 

5. Paravrtta: Rounding. 

The calves are kept in contrary directions. This is a move¬ 
ment frequently made in dance— tandava. 

12. PADA: Foot. 


1. Udghattita: Well Rammed. 

Standing on the tips of the foot and dropping the heel on 
the ground firmly. 

The hand action of udvestita—release is also coupled with 
this action and this denotes 1 imitation \ 

This may be done once, repeated frequently either quickly 
or moderately. 

2. Sama: Levelled or Balanced. 

The feet are at level i.e. natural. This is in conformity 
with what is natural. They are kept steady in combination with 
other gesticulations. 

In this basic and normal position the feet are moved as if 
to show evacuation, i.e. Pada recifam. The two feet are kept in level 
about twelve inches apart. 
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If the big toe of one leg (is) pointing outward, this is known 
as Trsra pada., triangular. This indicates ‘ startling * or ‘ alarmed’, 
distressed or distracted conditions. 

This sama pada is also defined as consisting in keeping the 
heels apart with space in between them. 

(In the next chapter dealing with Sthanakas—placement of 
legs and feet X-51—this is detailed further. Also vide chapter XII 
V. 173 etc.) Asvakranta. 

3. Agratala Sancara: (Also known as talagra). Moving on 

tips of toes. 

The heels are lifted up and the big toe is extended. The 
other toes touch the ground. 

The indications are beating, well pressing, standing, bend¬ 
ing a bow, breaking or killing, stamping the ground, spinning round 
and round. 

Tf the above action is varied by placing the superimposing, 
different kinds of emptying, i.e. racita actions are implied. This is 
done for coming, walking as it were on the heels. The heels are kept 
on the ground and the ends of the feet are in agratala. 

4. Ancita: Elevated. 

The toes are slightly bent and touch the ground. This is 
displayed to show movement on the tips of toes, either when elevated 
or resting on the ground. These are used in different kinds of Brah- 
manakas—whirlings—or when stamping. (Padahata). 

5. Kuncita: Shortened. 

The heels are raised up and the toes are bent and the bridge 
of the foot is curved. This is displayed in high styled gait. The feet 
are either on the ground or elevated. 


(In atikranta gait chapter X Vs. 10 & 11) — the actor stands on the 

big toes.) 
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Sucipada: Pointed Foot. Here the left heel is lifted up 
and the actor stands normally on the naturally placed right foot. 
This is displayed to show the nupura anklet. (Generally a Nrtta 
action). 

Even as the foot moves, so the thigh, so both these actions 
must be harmonised for the exhibition of aesthetic attitudes. 
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CHAPTER XIV 


CARI: Movement 


The unified or composite actions of the foot, calf, thigh and waist 
are the well known gestures of Cari. But when the several types of 
Cari actions overlap, the unification of such variegated actions, is 
called Vyayama: Physical exercise. Single foot action is Cari. 
When both the feet are moved it is known as Karana. Several Karana 
(feet actions) are known as Khanda: (Parts). When three or four 
Khandas are combined they are to be known as Mandala (group) 
actions. Every movement in Dance, Natya i.e. every action of any 
limb must be having a corresponding movement in Cari. Caris are 
of the Bhoumya if on the ground and akasi if above ground. 

2. Classification of Caris—on the ground: B.G. 

1. Sama Pada: Level Footed. 

Standing on the ground, feet actions are repeated (to accord 
to time beats) and all the toes are on a level contacting the ground. 

2. Sthita-Avarta: Standing and Rounded. 

With one foot move it circularly on the ground. The other 
foot is stretched out. 

3. Sakatasya: Cart forward movement. 

Seated on the floor, with an elevated chest, move one leg on 

the floor. 

4. Adhyardhika: One and a halftimes. 

Left foot is placed behind the right. Then the right is 
moved off. 

5. Casagati: Bird Move. 

The right foot is extended on the ground to about nine 
inches (Tala) and moved off. The left is moved in another direction. 
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6. Viccyava: Loosened. 

The two feet are at rest (placed on the same plane). Then 
they are separated. 

7. E<jaka Krldita: Ram Jump or Elakakridita. 

Scoup out with the end of the foot and stamp it on the 
ground. Then jump up as in tala sancara with the forefeet, like the 
animal jump by lifting the forelegs. Then drop them down repeatedly. 

8. Baddha: Bound. 

The calves are put in Svastika crossed one over the other 
and the thighs are twisted. 

9. Urudvrtta: Thighs Spinning. 

The feet are in Tala Sancara: one heel is turned towards 
the hind part of the other heel. The udvrtta action, i.e. twisting of 
the calf is made. This action is indicative of bashfulness, jealousy 
and the like. 

10. Addita: Rub. 

Make with one foot either from front or back side the action 
of padagratala sancara , Rub the other foot well. 

11. Utspanda: Throb. 

The foot is slowly moved from inside or outside as though 
imitating the action of Recaka. 

12. Janita: Source of all movements. 

The hand in first pose (Musti) (S.H. 7) is placed on the chest. 
The other hand is moved. The foot is moved in talasancara. (No. 
3 of Foot). This is the source of all movements and gaits. 

13. Syandita: Trickling. 

The feet are separated by five talas, i.e. 30 inches. 
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14. Apasyandita: More Trickling 

In the above action the other foot is moved likewise. 

15. Samotsarita Mattalli: Extended and Whirling. 

The feet are in talasancara (movement on the ground). 
They are moved in a circle and brought back. 

16. Mattalli: Inebriated. 

Both the feet are turned round and round and the handj 
are in udvestita , (raised) and apaviddha —thrown away. 

3. AKASA CARIS: Above the Ground. A.C. 

1. Atikranta: Trans-ascending. 

This is the movement of walking. Bend the leg and lift it 
up forward, then drop it down. The lifted leg is always bent at the 
knee. This is a conventionalised gait. 

2. Apakranta: Side Bent. 

The thighs are twisted, the leg is bent and lifted up and 
placed to a side. 

3. ParSvakranta: Step Sideways. 

Lift up the bent leg, till the knee comes to the level of the 
chest. Throw forward that lifted foot. This signifies kicking side¬ 
ways. 

4. Ordhva Janu: Uplifterd Knee. 

The bent leg is lifted, to reach the level of the chest. The 
other leg is kept in the normal position. 

5. Suci: Needle Foot or Sucividdha. 

The bent leg is lifted up and the knee joint is stretched 
upward and slowly dropped down with the end of the foot pointing 
downward. 
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6. Nupura Padika: Ankletted Foot or Nupura Pada. 

The leg is putin agratala pose (No. 3 foot), bending it back¬ 
wards and dropped down quickly on the ground. 

7. Dola Pada: Cradle Swing-foot. 

The bent leg is lifted up, and swung from side to side. It is 
then dropped pointing (toes) downwards. 

8. Aksipta: Thrown. 

The bent leg is lifted up and thrown out. The calves are 
placed in Svastika. 

9. Aviddha: Pierced. 

The bent leg put in svastika pose is stretched out. It is 
dropped down as though piercing or touching the ground. 

10. Udvrtta: Jump and Spin. 

The leg is put in Aviddha (No. 9 A.C.). Then a jump is 
taken. Then the other leg is spun round. 

11. Vidyut Bhranta: Lightning Surprise. 

The leg is twisted from behind and is stretched out upward 
till it rubs against the back of the head. Then it is moved round and 
round. 

12. Alata: Faggot. 

The foot is stretched out backward and twisted very near 
the other leg. The heel is dropped down. 

13. Bhujanga Trasita: Serpent-terror. 

The bent leg is lifted up and the thigh is moved round and 
round in Trsra. (Triangular movement). The waist and the knee 
are simultaneously moved in a circle. 
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14. Harinapluta: Deer-Jump. 

Atikranta (No. 1. A.G.) is made, jump up and drop down 
the foot. The other calf is bent backward. 

15. Danda Pada: Straight Foot. 

The action of Nupura (No. 6 A.C.) of the leg is made and 
stretched out to the front. The other leg bent at the knee points to¬ 
wards the body. 

16. Bhrahmari: Bee-whirl. 

The action of Atikranta (No. 1 A.G.) is made. The waist 
is spun round and round. The other leg is made to move round and 
round near the ground. 

The several { above the ground ’ actions are exhibited to 
show discharge of missiles, use of bow, handling of sword and arrows. 
The hands must accord with the movements of the leg actions. 

As the leg moves, so does the hand. The waist follows the 
hand. The action of other sub-limbs accord with the actions of the 
legs. 


When the movement of the legs is on the ground, the action 
of the hand must be near about the waist region. 

4. STHANAKAS: Placement—Locations or Positions (Sth). 

1. Vaisnava (ofVisnu). 

Keep the feet 2| talas apart. One of the legs is in Trsra 
(Oblique) and the other in Paksa Sthita—rested to a side. In Trsra, 
the foot is slightly turned towards the end of the other foot (angularly). 
In Paksa Sthita, the toes are slightly directed towards the side. Then 
one foot points towards the calf of the other, when the other is in sousta- 
va. Visnu is the presiding Deity and hence the name to this placement. 
The display of this, exhibits * friendly conversation 5 with persons of 
various degrees and who have come on different errands and in natural 
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and unexcited conversation. This is exhibited in the discharge of the 
discus, missile, in holding the bow, and in keeping the body in such 
poses or positions as would indicate steadiness, courage of high order, 
and in indicating wrath. 

If the above suite of actions are in the reverse order, indi¬ 
cates amorous distemper, abusing and extravagant amorousness. 
This also signifies doubt, jealousy, anger, cruelty, cogitation, moodi¬ 
ness, remembrance, mindfulness, meekness, waywardness, pride, desired 
object, strength and power. 

The above actions convey adbhuta t bibhatsa, vira and srngara 

rasas . 


2. Samapada: Levelled Placement. 

Both the feet are equally placed on a level, separated by 
one tala. ;This is a natural position. Brahma is the presiding deity. 
This pose indicates Scholars blessing, gait of bird-kite, pleasure, 
comfortably seated, seated on a chariot or an air-vehicle or a palan¬ 
quin; sitting stiff and erect, and persons devoted to certain types of 
penance and religious practices. 

3. Vaisakha: * Step of Skanda. ’ 

The feet are kept 3£ talas apart. The thighs are also 3J 
talas apart and firmly held. They are in Trsra and Paksa. (No. 1 
Sth.). The presiding Deity is Skanda. This indicates riding a 
horse, exercise, starting off, heavy wings or sides, pulling up a bow. 

To indicate recaka this may be performed. 

4. Mandala: Indra’s Round. 

The legs are held four talas apart and kept in Trsra and 
Paksa. The waist and knees are held in line. Bow, weapons like 
Vajra, conveyance of heavy sided animals like elephants are indicated. 
Indra is the presiding Deity. 

5. Alidha: Rudra-Like. 

Standing in the above mandala pose, the legs are held five 
talas apart. Rudra is the presiding Diety. Indicates quick conversa- 
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tion due to anger and deep seated enmity, impetuosity and fury of 
wrestlers and enemies, and discharge of a missile and its course. 

6. Pratyalidha: Reverse of Alidha. 

In the previous action of alidha, the right knee is bent and 
the left is stretched out. The weapon held in alidha is discharged in 
pratyalidha. 

5. There are four Canons to be observed due to justice and good 
conscience in the discharge of missiles. 

1. Bharata .. cutting through the Waist. 

2. Sattvata .. the feet are aimed at. 

3. Varsa ganya: .. the chest is aimed at. 

4. Kaisikha .. beheading. 

The above actions have to be displayed in the positions directed. 

In duels, the shield is held by the left hand and the weapon 
by the right, stretch out hands full length and withdraw them. 
Brandish the sword and move the shield side to side or back. The 
weapon must be waved above the head. 

The hit with the weapon must be between the cheeks. 
Then lift the hand with the sword gracefully. The wise actor protects 
the head with the shield. This is Bharati style of fighting. 

2. Sattvathi Style. 

The missle is discharged from behind. 

3. Varsa Ganya: This is arabhati mode. 

This is done as in the previous style, but the person will be 
moving or walking. 

4. KaiSikhi Style. 

The brandishing of the sword at the region of the chest 
crosswise. This is to be performed as in Bharati style. Further whirl 
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the weapon alone over the head and drop it. All these wieldings 
must be done with agility of the body. 

While these are exhibited on the stage, there should not be 
any cut, no cleavage, on the body, no shedding of blood or any visible 
wound. The action must only be suggestive and indicative when 
brandishing the weapons. 

All these movements must be attuned to laya and tala 
(Time beats). The excellence of the performance must be in Soustava 
(virtuosity). 

Soustava is generally defined as follows:—The actor is 
not shaking, not shrinking or contracting, not dejected, must not be 
too tall, not moving on feet, then it is to be known that the perfor¬ 
mance is in soustava. Further in soustava, the waist is in line with 
the ear, forearm, shoulder—head and elevated chest. This suite of 
attitudes must be displayed by the superior and the medium type. 
The whole of Natya and Nrtta is centred in Soustava. 

6. The hands in Visnava sthana pose must be above the region 
of navel or waist. The chest is elevated. The following are the four 
actions to be performed with the bow: 

1. pramarjanam .. Cleaning, wiping and brushing it, 

polishing. 

2. adanam .. Holding it with firm grip. 

3. sandhanam .. Fixing the arrow and aiming. 

4. moksanam .. Discharging the dart. 

7. Exercise and Training: 

The exercises may be taken in an enclosure or in open air. 
Smear the body with gingelly oil and rub it with yam gruel. Best 
exercise should be within enclosed walls. 

While taking exercise, the limbs are freely stretched out. 
The body must be clean, bowels must be emptied out, the nose must 

See — Chapter IV Para 6. 
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be cleaned. Fatty oils and ghee must be included in the diet of meat 
and soup. Vitality depends upon food and all exercise depends on 
vitality. Good food is essential. 

Taking exercise when the body is not pure, when hungry 
or thirsty or drunk must be avoided. There must be fixity of body, 
and chest well set. 
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CHAPTER XV 


MANDALAS: Circuits of Movements 


This suite of actions arises out of a combination of Caris-Movements. 
These are classified into two types. Akasi—of the sky, i.e. above the 
ground. (2) Bhaumi—of the ground. 

Akasa Mandalas: 

1. Atikranta: 

The right foot is in Janita (B.C. 12). The left foot is in 
udvahita (A.C. 10) and then in alata (A.C. 12). Then with the right 
foot Parsva Kranta (A.C. 3) is performed. Then with the left foot 
Suci is performed. Posteriors are moved round and round. Simi¬ 
larly the right foot is lifted up and circularly moved, the left is in alata. 

The Parichinna and Bahya Bhramaraka are made. Finally 
atikranta A.C. of the left and Danda pada of the right are made. 

This suite of akasa caris are known as i Atikranta Mandala*. 

2. Vicitra: 

Janita (B.C. 12) is made and in the same pose nikutta is 
made. Aspandanamofthe left and Parsvakranta of the right foot. Then 
sucipada of the left is made. Then apakranta of the right. Left in 
Bhujanga trasita, and right in Atikranta. The right again in udvrtta 
and the left in alata. The right again in Parsvakranta. The left 
in Suci. The right is dropped in Viksepa and left in apakranta. 

Also make Bahya Bhramaraka and Viksepa. 

3. Lalita Sancari: 

With the right make urdhva j&nu, then suci. Then apa¬ 
kranta of the left. The right is in parsvagata. 



Then left in suci. Move the posteriors round and round. 
With the right parsvakranta is made and with the left atikranta. 
Then suci of the right and apakranta of the left. The parsvakranta 
of the right and atikranta of the left. 

Finally display the finale with parichinna and Bcthya 
Bhramaraka. 

4. Suci Viddha: 

The left foot in suci, move the posteriors round, and round. 
Then parsvakranta of the right and atikranta of the left. Suci of the 
right, apakranta of the left. 

5. DandaPada: 

The right is in Janita in the manner of dandakrama, left in 
Suci. The posterior is moved round and round. The right is in 
udvrtta and the left in alata, then right in parsvakranta, followed by 
bhujanga trasa. The left is in atikranta. The right is in Danda 
pada. The left is in Suci with the posteriors spinning round and 
round. 

6. Vihrta: 

Put the right in Janita and in the same pose make nikutta. 
Make askandita with the left and udvrtta with the right and alata with 
the left. Suci with right, then parsvakranta with the left, and aksipta 
with the right. 

Turn round the posterior. Then stretch out dandapada. 
The left is in suci. Posteriors are spun round and round. The right 
in Bhujanga Trasa, and the left is in atikranta. 

7. Alataka: 

Make suci of the right, apakranta of the left. Then again 
parsvakranta of the right and alata of the left. Move round and round 
in the above caris repeatedly, six or seven times in graceful foot steps. 
Apakranta of the right and atikranta of the left are made. The left 
is in Bhramaraka. 


188 



8. Vama Viddha or Vama Bandha: 

Make suci of the right and apakranta of the left. Then the 
right in danda krama, the left is suci. The posterior is spun round 
and round. Then the right is in parsvakranta. The left is in aksipta 
and the right in dandapada, and afterwards in urudvrtta. Then suci 
of the left and the posteriors are turned round and round. The left in 
alata and the right in parsvakranta. The left in atikranta. 

9. Salalita: Lalita sancari.: 

The right is in suci and the left in apakranta. Then the 
right is in parsvakranta then in Bhujangatrasita. The left in ati¬ 
kranta and aksipta of the right. Then the left in atikranta, followed 
by urudvrtta and alata. Then the right in parSvakranta. The left 
in suci and the right in apakranta. The left in atikranta. Finally 
lalita sancari is performed. 

10. Kranta: 

Make suci of the right, then apakranta of the left. Then 
parsvakranta of the right and left. Circular movement is made in 
this Cari alternately with legs in Cari movement. Then suci of the 
left and apakranta of the right. Then move in natural gait. 

2. BHAUMYA MANDALAS: (of the ground) 

1. Bhramara: 

The right in Janita and the left in aspanda. The right in 
Sakatasya and left stretched out. The right in bhramaraka with 
posteriors spinning round and round. The left in aspanda and right 
in Sakatasya. The left is moved backward and displayed in bhrama¬ 
raka followed by a final action in aspanda. 

2. Aspandana or Yuddha: 

The right is moved in bhramara, the left in addita. The 
posteriors are spun round and round. The right is in sakatasya 
followed by urudvrtta. The left in apasarpita. 
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The nates are spun circularly. Right in spandita the 
left in sakatasya followed by asphota. (Clapping). 

3. Avarta: 

The right in Janita and nikutta of the left is performed. 
Sakatasya of the right followed by urudvrtta, the left is moved back¬ 
ward and casagati is displayed. The right is in askanda. The left in 
Sakatasya. The right in Bhramaraka. The nates are turned round. 
The left is stretched back. 

4. Samotsarita: 

The right foot is placed in samapada sthana. Stretch the 
hands upwards, leaving space between the two with palms turned 
upward. Turn one palm round the other. The hands are rested 
at the waist. The right in avarta, the left is also displayed likewise. 

5. Elaka Kridita: 

The feet are in Sucividdha. Then Elakakridita is dis¬ 
played with posterior spinning round and round. The feet in suci 
are turned into apaviddha. Then rounding in avarta is performed. 
Half circle is made to make a finale of the circuit of movements. 

6. Addita: 

• • 

With the right leg raised avarta is displayed. Then ask- 
andita is also performed. Then with the left Sakatasya is displayed. 
The right is moved backwards and casagati is performed. Then addita 
of the left, while right is stretched out, the left again in bhramanaka 
and the right in askandita. Finally asphota is made. 

7. Sakatasya: 

With the right Janita is made followed by nikutta and 
Sakatasya, the left in askanda. Then both legs are in Sakatasya which 
are alternately displayed. 

8. Adhyardha: 

Starts with Janita if the right followed by askanda. The 
left is stretched out, the right in Sakatasya. Then alternately with 
the legs Sakatasya is repeated. This denotes a duel fight—niyuddha. 
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9. Pista Kutta: 

• * • • 

The right foot in suci and the left in apakranta. Then 
beginning with the right, Bhujanga trasa is performed with the left 
also. Moving round and round Bhujanga trasa is continued for some¬ 
time. 


10. Casagati: 

This mandali is displayed by both the legs to simulate a 

duel. 


Display of Sama Caris are known as Sama Mandalas. 
Expert danseurs indulge and exhibit these to perfection. 

All these semi and full circuits of movements are symbolic 
of fights and duels. They must always be accompanied by pleasant, 
and playful poses of the body and must also be attuned to the music 
played. This is done by players endowed with excellent expertise. 

XI. 70. 

etani khandani sa mandalani 
yuddhe, niyuddhe ca parikrameca 
lilanga madhurya pura skrtani 
karyani bahyanu gatani tagyaih 
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CHAPTER XVI 


GATI: Gait. 


This is a most interesting chapter in this classic. It deals 
with the movements of the various actors and actresses in the stage. 

When the curtain is pushed aside, the player enters in a 
conventionalised gait, always according his strides to the play of music 
and time beats. 

When the stage is ready for the actors to make their en¬ 
trance, the prelude music known as upavahanam is to be played. The 
music, befitting the entry of a role must be commenced. The curtain 
is to be pushed asunder and the characters of the superior and medium 
type enter and make vaisnava sthanaka. The chest is to be in Catur- 
asra and slightly elevated. The heads of the shoulders must be 
steady and not very much raised. The neck region is gracefully held 
up in the peacock fashion. The heads of shoulders must be held down 
eight inches from the ear. The chin is held up four inches from the 
chest. The left hand is on the waist, the right on the chest. The feet 
are kept two and a half talas apart. The legs (feet) are to be lifted in 
proportion to the stature of the actor and the role. Four talas for 
gods, two for kings, two for medium roles and one tala for women 
and the ordinary. The lifting is spatial i.e. the raised foot is lifted 
and moved forward and placed down on the ground at the specified 
distance. 

(Tala: 9”). 

The lifted foot must be held high, i.e. above the ground for 
four kalas; two and one kalas as required for the superior, medium 
and the ordinary roles respectively. 

This action of the feet must accord to laya, time beats, 
known as Sthita—firm, madhya—medium and Dhrta—quick. This 
also is in accordance with the type of the role. These are the rules of 
Tala and Kala. 
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(Kala: 5 Twinklings of the eye-lid). 

2. Then regarding gaits—gatis: 

The normal and natural condition is—the knee must be in a 
line with the waist with regard to persons of superior gait. If the gait 
is in a military march, the knee must be in a line with the chest. 

3. The feet must be moved gracefully to the sides in accordance 
with the music. The actor moves towards the corners of the stage to a 
distance of five feet. Then vama vedha action of the foot is made, i.e. 
the left foot touching the middle of the right (vama=left, vedha= 
penetrate or touch). Then viksepa (throw off or lift up) of the right 
is done. In this way turn round and move towards another corner 
of the stage. This movement is repeated and the actor nears the 
orchestra to be at a distance of five feet from it. Then moving about 
forward and backward, the original actions of vama vedha and vik¬ 
sepa are done. The actor while making this must move, in the 
ordained manner towards the four corners of the oblong or square 
stage or to the three comers in the third type of the stage. 

4. The gaits must vary for daityas, danavas , yaksas, royal 
personages and pctnnagas. The gait must be of four talas—strides. 
The gait of the celestials and of persons who have become great must 
be of the medium type {i.e. two talas). 

The royal personages have the same gait measure of the 
celestials because their birth is always presumed to be divine. In 
Natya conventions, kings are both human and divine. This rule 
applies only when the gait is normal and ordinary i.e. unaffected by 
any emotion. There is no norm fixed if the role is to be represented 
with emotions like exultation, trepidity and anger. 

5. The gait and the accompanying action must attune itself 
to the mental condition, which may be two kalas or one. Thus the 
measure is halved because of the dis-temper occupying the mental 
state of the role. 

But when the role is to be represented with the following 
feelings of fever, hunger, penance, exhaustion, wonder, dissimilation, 
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anxiety, run down, beauty, sorrow and pleasure, it may exceed four 
kaias; but always harmonising with lava—time beat. 

For other emotions the measure may vary as the demand 

requires. 

6. For the exhibition of feelings to rouse, Srngara rasa the 
following canons are prescribed. 

Srngara (Erotic) 

The actor enters the stage making a suggestive expression 
in the manner of looking out for a messenger. He is bedecked, orna¬ 
mented and sartrorially beautified. He is smeared with scent and 
fine smelling powders and wears wreaths of flowers. He moves on 
in atikranta (A.C. (1)) gait with grace which accords with laya and 
he is in soustava pose. The movements of the hands accord with 
the leg-moves. The lifting and dropping of hands must be alternated. 

Further, when suppression of feelings (pracchanna kama) 
is to be exhibited, the actions like discarding the retinue, feelings of 
exhaustion, being accompanied by a messenger, extinguishing light, 
paucity of decoration, slow movements and dressing appropriately, 
have to be resorted to. 

The role of suppressed feelings, moves in such an environ¬ 
ment without making any noise. He walks as if he is afraid of noise 
or is not concerned with any noise from without. He has anxious 
looks and looks about in eagerness. His body trembles and he is sus¬ 
picious of the future. He moves tripping. 

7. ROUDRA: Terrific. 

For the exhibition of Roudra feelings in daityas and 
such opponents that attack them, the gait is only of one type. The 
feet must be lifted up four talas high while moving and dropped down 
four talas distant ahead. The Roudra feeling is exhibited in three 
varieties. 

1. Nepadhya: Make up. 

The body is smeared with wet blood. The face is also 
similarly coloured or painted. Pieces of flesh are held in the hands. 
This appearance rouses roudra. 
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2. Anga: Of the body and limbs. 

The actor puts on multi-hands, heads and carries different 
kinds of weapons in a medley. His stature is stout, tall and fierce. 

3. Svabhava: Natural. 

The eyes are blood shot and hair ash-brown (pinga kesa). 
He has a dark complexion and maintains an unnatural voice. He has 
cruel looks, always inclined to beat and threat. 

The above appearances and acting rouse roudra rasa. 

3. BlBHATSA: Loathsome. 

For arousing this rasa, the actor treads on a ground that is 
unwelcome and revolting, e.g. a cremation ground, or a battle field 
made grotesque and loathsome after a terrific carnage. The gait is 
irregular, strides are not measured; stepping is hectic and sometimes 
stepping forward is avoided. The stride is in elakakridita. (No. B.M. 

7). 


The hands are moved to suit the movement of the gait and 

stride. 

9. VlRA:. Heroic. 

The feet are lifted up and thrown down firmly and with 
stress. Paces are taken thuswise. The general movement of the body 
and limbs are alert and quick. Several caris are performed—mostly 
parsvakranta (No. A.G. 3) aviddha (A.C. 9) sucividdha (A.M. 4). 

10. HASYA: Frolicksomeness: Buffoonery. 

This gait is made by the Vidusaka—Courtfool. The jocula¬ 
rity is of three types. 

(1) of the body; (2) of the talk and (3) of the make up. 
Ahga: (of the body). 
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1. Jocularity of the body: 

The person has projectingteeth, bald head, dwarfish stature, 
hunch back, grotesque features. Such a role entering the stage 
creates laughter. 

The person makes long strides like a crane, looks upwards 

and side wavs. 

* 

2. Jocularity of talk: Kavya krta. 

Incoherent, meaningless and purposeless speeches are made. 
Indecent, graceless and ugly talk is indulged in. 

3. Nepadhva: Make-up-jocularity of. 

By putting on motely coloured clothing, skins and hides, 
which are coloured in ink or smeared with ash or paint. 

These hasya actions have to be made with due deference to 
the moods and tastes of the audience. 

The courtfool holds an eccentric wand in the left hand. 
The right is placed in caturaka pose S.H. 17, on the side, the head; 
the hand and the leg must be bent alternately suited to the time beats 
in music. This is the jocular gait. 

When visited by windfall of wealth or fortune, the gait has 
to be changed. The sartorial equipment is also transformed. 

11. KARUNA: Compassion. 

The gait must be steady and the pacing is normal. The 
eyes are full with tears, the limbs are exhausted. The behaviour is 
such as to signify finding fault with gods of the heavens. The hands 
are lifted and outstretched and dropped down in supplication oi 
loud cries of appeal. 

The movement of adhyardhika B.M. 8, is made as though 
something unpleasant is going to befall. 
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These are the actions for women and the ordinary. 


For the superior and medium type of men, the movements 
are emboldened. There will be deep breaths at long intervals, looks 
are directed upwards (blaming the gods). The pose soustava is 
never indicated. There is no standard fixed for this. 

The gait for the medium and low, is to be with the chest 
depressed as though in deep disappointment and overburdened by 
feelings of deep sorrow. The legs should not be uplifted very high. 
The limbs are all let loose and slackened. 

12. BHAYANAKA: Fright. 

The limbs are in Pindi— i.e. contracted and shaking. The 
hands placed on the chest are folded and the person bends like a hunch¬ 
back. The lips and teeth and chin are shaken. The action must be 
slow as though one is oppressed by cold. 

In womenfand ordinary characters, who are devoid of peace¬ 
ful mind and gentility, the eyes are wide open and are unsteady. 
The head is moved from side to side. The looks are directed to sides 
affected by fear and quick pacing and the hands are in Kapota (D.H. 
No. 2.). 


The whole body shakes, the lips are dried up and the move¬ 
ments are unsteady. These suite of actions represent fear, or when 
threatened or frightened, having particular regard to the general 
tone of strength (stamina or vitality) which is failing, voice is dis¬ 
rupted with regard to women. 

For men. of the ordinary type aksipta gait is (A.C. 8) per¬ 
formed. 


The pacing is very close and sometimes it is very elongated 
or drawn in the Cari movement of clakakridha (B.G. 7) (Foot closely 
falling on heels of the other). 

The hand poses have to be made correspondingly by people 
frightened, 
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13. The gait of tradesmen and officers must be in their natural 
walk. 


The left hand must be in the region of the navel and raised 
in Khatakamukha (S.H. No. 10). The right hand in arala (S.H. 
No. 5) and taken to a side and placed near the chest. 

He must be moving about. He neither sits nor takes rest. 
Nor does he stand to overcome an obstruction. He should not move 
quickly or rush. The body must be posed suited to the above move¬ 
ment. 


Vipras—scholars, must walk in atikranta (A.C. 8) pacing 
at two talas distance. 

Conquerors of senses (Yatis) Sramanas (Buddhist monks) 
and others, who are under the regimen of austere practices, and 
others that are under discipline of—penance must have steady looks. 
Their sight should not be beyond two yokes. (10 or 12 ft.). Their 
consciousness (cogitation and meditation) must be about something 
before them. The whole body must be suitable to the above practice. 
The mind is steady, suited to accoutrement of the person with his 
emblem of the particular school of penance (practice to which he 
belongs). 


The dressing isr humble and simple. The clothing is of the 
Kasaya colour. (Deep yellow ochre). He takes a stand in samapadah 
sthana (Sth. 2). 

One hand is in Catura (S.H. 17) and the other is extended. 
The countenance is genial and suited to the action. He must move 
on without sitting or resting for the body. This is a general direction 
for all types of monks (whatever be their class). 

14. PASUPATHAS: 

Those monks that are given to diabolical practices of penan¬ 
ces. Their looks are always amazed and confused in excelcis or the 
amazement is suppressed. The actor takes the Sakatasya-mandala 
(B.M. 7) and the feet are in atikranta (A.M. 1). 
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Generally their gait is conceited and haughty. They move 
always as if groping in darkness, with feet and hands feeling out the 
way. 

15. The movement of a person on a chariot, is depicted by 
quickened pacing. The sthanaka is samapada (No. 2). This signifies 
the chariot-move. The person riding the chariot (Rathasta) holds a 
bow in one hand and holds the shaft of the vehicle (Kubara) with the 
other. The reigns and the whip are also similarly to be held by the 
chariot-driver (Suta). 

For other kinds of conveyances some similar improvised 
actions have to be represented. 

16. A person flying in an aeroplane must walk very fast on the 
stage. This gait is indicative of flying in an aeroplane (vimana) 
and is similar to that of a charioteer, i.e. quick locomotion (on the 
stage—ranga). 

17. To represent the action of ascent, lift up the body with 
the face slightly protruding, always looking at the sky. For descent 
the process of the poses are'—reversed. Then the looks must be 
down—cast, looking round and round. 

Samapada sthana (No. 2) is to be gaited for representing 
quick locomotion. For the person making a descent from the sky, 
the legs are straightened, lifted up, lowered and moved in zigzag 
directions. 

For one who falls down from heights the hands are in apa- 
viddha (thrown away) and quickened in dSlapada (A.C. 7). 

The clothing is flowing, waving and scattered. The eyes 
are fixed downwards. 

Similar actions have to be improvised for the storied build¬ 
ings, hills, rivers and other ups and downs in ravines. 

(Here the reader may notice that a first floor above the 
ground floor (Dvibhumi) for the stage is not mentioned). 
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The ascent to a storied building must be in atikranta (A.C.l). 
He must lift up the body and the leg indicating as though he is 
getting up a stair case (Sopanapankti). While getting down, reverse 
action has to be simulated. To represent crossing through water, 
indicate the depth of water here and there (by vacika—speech) and 
move by straightening up. 

In shallow waters, pull up the cloth, in deep waters, throw 
off the waters by waving hands. The characteristic feature of move¬ 
ment of crossing (by swimming) is done by slightly bending forward. 

The hands are stretched out alternately. To indicate cros- 
sing rivers in spate, move obliquely. (Tiryak prasarita). The general 
movement of the body must indicate that all limbs are in agitation 
and confusion and the facial features must be shaking indicative of 
helplessness. To represent sailing on board a ship, the feet must be 
in quick movement simultaneously and together with the whole 
body-moves. 

The right leg is in atikranta (No. A.C. 1) the other in 
ancita(F. 4.). 

For ascending staircases and mountains the gait to be 
adopted is the same. 

Even if the action is exclusively in viksepa (throwing away) 
in climbing up trees the feet are in atikranta (A.C. 1). 

For representing the descent into rivers and ponds, the 
feet must be in suci viddha, (B.C. 5), apakranta (A.C. l).)and parsva- 
kranta (A.C. 3). 

18. * A general precept is emphasised. All the above said actions 
are laid down herein to be only symbolic, (conventional acting—not 
realistic). 


XII. 106. 

anenaiva vidhanena / 
kartavyam gati cestitam / / 
samgya matrena kartavya / 
nyetani vidhipuravakam / / 
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The above canon is illustrated by an example. 

If one’s death is to be displayed, should the actor die? 

No, need not. 

Then how ? 

By holding the hooked stick, a goad, an elephant-ride is 
betokened. Thuswise holding the reins or a bridle signifies horse- 
riding. 

Riding on horse-back is indicated by the posing in Vai- 
sakha sthana Sth. No. 3. 

The creeping of the snake is indicated by the feet in svastika 

(Crossed). 

Thus actions are symbolically conventionalised and by a 
particular attitude a gamut of connotation is communicated. This is 
acting: an art. 

19. DANDY or BEAU: 

The feet are in parsvakranta A. C. 3 svastika and recaka. 
The gait of the fop has to be gracefully made. The legs are slightly 
bent, the pacing is only one pace apart. The hands are in soustava 
according with the motions of the legs. 

Khataka Vardhamana (D.H. 5) is made. 

20. The gait of a servant, or old trusted family employee must be 
according to his age, service and conditions. If he is not very old, 
the feet are lifted and paced apart to a half tala. The feet must be 
stretched out straight (upright and steady). The lifting up of the 
body must be like one lifting himself up out of the mud. The old 
aged one must maintain a shaking body. If the feet are slowly and 
steadily lifted and the pacing is elongated, this gait represents the strid¬ 
ing of a lean and emaciated servant. He holds his breath because of 
his advanced age. The old servant holds also a prop and puts his 
weight of the body on the staff held and moved with this support. 


202 



The same gait is to be adopted for persons afflicted by 
disease, fever or exhaustion by penance or hunger. Further, the 
holding of the breath, with the belly shrink are also to be depicted. 
His voice, is feeble, the cheeks are sunken and the eyes indicate humi¬ 
lity. The movements of the hands and feet are very slow. 

A pedestrian after a long distance walk keeps on the above 
pacing to show overcoming fatigue. He now and then moves side¬ 
wards, and presses the knees to relieve pain at the joints. For an 
obese person the gait must be in proportion to the body, indicative 
of lifting of the whole weight of his own fat body. The feet are slowly 
lifted up (viksipta), the breath is held up, and breathing is slowed 
down. He sweats frequently due to exhaustion and fatigue. Appears 
to walk quickly. 

21. INEBRIATED PERSON: 

Persons in adolescence when drunk move with the right 
and left feet frequently twisting round one another. Under the 
baneful influence, the pacing is unsteady. The head and the body 
are shaky. The hands are hung down loose. Tipsy movements are 
the key notes. 

22. MAD MAN: 

In the gait of a lunatic, there is no fixity, regularity or steadi¬ 
ness of pacing. The movement consists in a variety of Caris. He 
feigns to be sane and follows the world. He is rugged, has clipped 
hair, and the whole body is smeared with dust. 

His talk is always unnecessary and purposeless. He talks too 
much to himself. He has a groteseque appearance. He suddenly 
sings, laughs and does not delight or relish companionship. He 
begins to dance in glee and begins to drum at his pleasure. Sometimes 
runs away quickly but suddenly stops. He sits suddenly and lays 
himself down. Dresses himself with all types of sartorial variety. 
Scarce has he habitation, and always roams in the streets. 

The gait is in nupura pada (A.G. 6) followed by danda 
pada (A.G. 15) stretched out. The above actions are followed by 
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Badhacari (B.C. 8), Swasti (crossed), The actions in combination 
have to be performed. Then spin round and round. Then make, 
bahya bhramani. (B.M. 1). The movement is directed towards 
the comers of the stage. Nates have to be spun round and round. 
The hands are in lata. The hands and feet are moved alternately. 

23. HUNCH BACK: Cripple and the Dwarf. 

Their crooked physique and the pretended abhinaya must 
be borne in mind. One leg in the case of the cripple is always kept 
motionless, the other is posed in padagratala sancara (F. 3). The 
lifting up of the body is made with the motionless leg. 

In the act of moving, he supports himself on the other leg, 
sits with the lame leg and alternately moves on. This is gait for the 
one with a thorn struck in the sole. 

The lame man’s gait is in padagratala (F. 3) combined with 
ancita (F. 4). The calf is bent, i.e. is in nata (bent). 

For the dwarf and hunch back, the gait is with all the limbs 
contracted. There should not be any striding in long paces because 
the feet are always in viksepa (thrownout). 

The legs are moved in udvahita, (quick paced) and the 
•action is always affected (conceited and cunning). 

24. SAKARA: (King’s Concubine’s brother). 

The gait of the gakara (the proverbial King’s in-a-way- 
brother-in-law), is sometimes as described above. The side, head, 
and a leg are affected. These indicate that he is a Sakara, who 
has always mean pride for his forte. 

25. SERVANTS: 

Their sight is directed downwards while moving as though 
they are looking for something, or carrying out the behests of the 
master. The eyes are half closed. They frequently touch their dress 
and look at the clothing. The bodies are turned in eccentric ways. 
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They wear garlands loose and rich clothing for a show off. Their 
pace is quick and they maintain a haughty bearing. They take care 
of themselves, so that none touches them. 

26. Mlechas, Sabaras and Pulindas, whose standards are 
different—their actions have to accord to the customs and manners 
suited to their countries and races. 

XII. 152. 

tesam desanurupena karyam / 
gati vicestitam / / 

27. BIRDS AND ANIMALS: 

XII. 153. 

sva sva jati samutthena 
svabhavena gatirbhavet. 

As regards birds, animals and other beasts, their gaits must 
be according to the nature of their species. 

The pose of Narasimha (Avatar of Visnu) man-lion, alidha 
(Sth. 5). SthSna must be displayed and the body must accord to it. 
One hand must be on the knee and the other on the chest. The actor 
in the role must be looking all round and at his own chin, hand and 
forehead. The gait must be suited to five talas. 

In duels, lion’s gait has to be simulated. 

If any direction is not mentioned herein, the wise actor 
must learn from practical experience of the world. 

28. WOMEN: 

The following are the sthanas for women. 

ayata, avahiddha and asvakranta. 

XII. 163. ayata. 

prasanna mana murah samam 
yatra samurmatam, 
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lata nitamba gau hasta 
sthanam gyeyam ayatam. 

The face is agreable and inviting, the chest is normally 
posed and elevated, the hands are in lata and are placed over the 
posteriors. The left foot must be in sama (natural) at a distance of 
one tala from the other which is in trsra facing the side of the leg. 

Further the right foot is in sama, the left is in trsra. The 
left side of the waist is raised. Then this attitude is to be known as 
ayata sthana. 

This sthana is indicative of invitation, sending off and 
moodiness. The danseuse gets on to the stage and imprimis scatters 
handfuls of flowers. This sthana is also indicative of amorous anger, 
striking in affected anger at the lover, being excited by concupiscent 
passion, pride, seriousness, silence, taking care to maintain dignity. 

The other action directed is avahiddha. 

Avahiddha. 

This sthana is also for women. The left foot is in sama, 
the other is trsra, pointing to a side. The left side of the waist is 
elevated. Trsra consists in shaking the foot forward, and the other 
leg when pulled back becomes the sama.pose. The feet are one tala 
apart, The waist is elevated. One of the hands is in lata .and the 
other one is placed over the posterior. 

This is avahiddha sthana. 

XII. 1J58. 

Samo yatra sthito vama strya 
srah paksa sthito’ parah, 
samunnata katirva ma stva 
avahitthantu tadbhavet. 

169. 

puro picalita strya srastadanyo 
pa srtah samah, 
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padastalantaranvasta stri 
kami sat samunnatam. 

170. 

panirla ta khyoyatraika sta 
danya stu nitambagah. 

This avahiddha sthana is used in amorous dalliance, especi- 
all by bibboka type of heroine, to maintain her dignity before her lover. 
Also to indicate looking after the lover who has left or while expecting 
one. When women assert, are in pleasure, are suspicious and when 
they guess the pros and cons and are shy, this sthanaka is displayed. 

ASVAKRANTA: (vide IX-272). 

One leg is in sama. the other is in agratala ancita, F. 3. 
But it may or may not be in suci viddha (AC. 5). 

XII. 173. 

padah samutthitascaika ekasca gratalancitah 

suci viddha maviddhamva, tada svakranta mucyate. 

The display of asvakranta indicates shaking, spinning 
round, setting aright the drooping dress (upper cover—garment) 
gathering buds of flowers and taking care of them, gracefully threaten¬ 
ing, leaning against the bough of a tree and taking rest. These sthana 
poses are to be continued as long as the action continues. 

The commencement of Cari movement blurrs the sthanaka 

pose. 

Some more actions of women are described. 

Make avahiddha sthana, the left arm pointing downward; 
the right is placed near the navel region in Khatakhamukha (D.H. 5). 
Thereafter the right foot is moved gracefully one tala away from the 
other and placed outside the left foot. 

These actions and poses are varied in a graceful manner to 
suit the purposes of dance. 
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29. CHILDREN: 


They should display what is natural to them. Neither 
soustava nor any other standard need be fixed for their paces. 

XII. 194. 

balanamapi kartavya svachanda pada vikrama, 
natasyam soustavam karyam pramaiiam na 
prayoktrbffi 

30. Persons belonging to the third sex in nature partake the 
actions more of women than of men. 

The actors may take the role of women and neuters. The 
actresses too may put on the roles of men. They must conform to the 
real nature of the role adopted. 

31. Seating postures of women and men. 

The legs are stretched out and pointing in VaiSakha (5th. 3) 
sthina, posteriors are slightly elevated. The hands placed on the waist 
or thighs. There is comfort in this pose of sitting. 

When one sits with one leg stretched out slightly, the other 
resting on the seat. The head is bent to a side. This is sitting while 
in a moody state. 

The hands touch the chin, the head touches the shoulder- 
heads. Mind is devoid of any feeling or sensibility. This is a sorrow¬ 
ful pose. 


If the hands are let loose and the body is relaxed in abandon 
state, this indicates swooning, intoxicated state, dejection and distress. 

32. SEATS: 

Kings and gods are seated on thrones. 

High Priest, ministers must have cane seats. For the mili¬ 
tary commanders and princes of the royalty, hard seats will suffice. 

2.08- 



Scholars shall have wooden seats. Youth are seated on 


carpets. 


Queens are always seated on thrones. Gods are on highly 
polished seats. The wives of high Priest and ministers shall have 
cane seats. The kept women (bhoga strih) are seated on cloth, 
skin or carpet. 

For the women given to austere practices, fibre seats serve 
the purpose. 

For the hetaerae seats are made of peacock feathers and 
stuffed cushions are proper. 

While on travel, riding elephants, or on voyage, all types 
of men and women sit side by side. 




CHAPTER XVII (A) 


Stage: RANGA 


XII. 237/1. 

atah param ranga parikramyafya vaksyami kaksantara 
samvidhanam. 

Hence forward will be detailed stage (ranga), setting on it (Parikra- 
myaSya) and several sections or apartments pertaining to it (Kaksantara 
vidhanam). 

1. Kaksya: Stage-apartments and Settings. 

One has to go back to chapter II wherein the theatre is 
described. The stage managers must station Bhanda, assembly of 
all musical instruments, between the two doorways leading into the 
make-up rooms, nepadhya grha, from the stage. 

The stage-manager must go round the stage and reconnoitre 
and settle the different apartments for making arrangements for the 
production. The play to be produced may need the existence of 
houses, cities, gardens, rivers, hermitages, forests, land, seas, moun¬ 
tains, three worlds and all the mobile and immobile contents. All 
these have to be appositely improvised. 

Further full panoramic scenery of the world, infernal regions, 
daityas, nagas, their abodes, are to be manufactured for purposes of 
the production of plays on the stage. In cities rialtos, where com¬ 
merce is conducted have also to be provided for (yatrajvarta pravar- 

tate). 

Further where the stage equipment is to be open for sight 
or to produce illusion of distance or to be secretly located, must be 

carefully regulated. 



Zonal divisions of the stage have to be made for the entry 
and exit of actors in roles. 

2. Those that have to appear on the stage first must enter from 
the interior, (deep back stage). The others that enter later shall wait 
in the several zones arranged. Those that have to present themselves 
must enter the stage facing south. He introduces himself. 

That place, where the orchestra (Bhanda) is stationed 
and the entries into make-up rooms are situated, is to be convention¬ 
ally recognised as the East. The actor who enters through this gate¬ 
way must make his exit only through the same. Even so, the actor 
that makes an exit for getting again on to the stage, must re-enter by 
the same gateway, even if he re-enters followed by several others. 
They must be given a zone for making their re-entry. 

3. The retinue which attends on a lord the members walk 
abreast of him. The persons of lower rank must be round about. 
If the followers are one’s own servants, they must move in front of their 
master. 

4. The traversing of persons in towns, forests, or over hills, 
or voyage over seas, be it for men or heaven-born, the movement be 
in conveyances or by an aerial vehicle, several kinds of suggestive 
artistic devices must be improvised. 

XIII. 19. 

vividhabhih kriyabhivva nana rdha bhih prayogatah. 

5. Even the heaven-born, when they appear as mortals in- • 
cognito, they walk on the stage touching the ground. Mortals are 
tp be only in Bharata Varsa. The heaven-born traverse other regions 
like Himalayan, Harivarsa, Ilavarta, Ramyakavarsa, kimpurujsa 
varsa. Kuruvarsa and uttara kuruvarsa. They have to move for 
their pleasure as they desire. 

If in the progress of the play (in the fable dramatised) a 
mortal is to enter such foreign regions, the act of the play construction 
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must come to an end (Ankam). He is to enter another zone. Then 
his entry is reported by an interlude (pravesaka). 

6. While so contriving the entrances, exits and reentrances, 
regard must be had to the duration of time of the day. When scenes 
of action, have to be changed they must coincide with the division of 
the play into Acts. 

XIII. 24. 

ahvnnah pramanam gatvatu karya I'abham vinirdiset, 
tatha labhetu karyasya anka chedo vidhiyate. 

Whether the ‘ time * (element spread over the action of the 
play) is a second, twinkling of the eye-lid, muhurta yama, (7 ghadiyas) 
or the whole day occupying a single Act, the fable must be uniform and 
identical with the course of events of the reality (world). 

The end of the Act and the duration of the play must be 
spread over a month or a year and no one Act should relate to a period 
longer than one year. Here the “ seed ” of the fable must be so 
developed and synchronised to the passage of time. 

XIII. 25. 

ksano muhurto ya movadiva so vapi natake 
ekanke samvidhatavyo bijasya rdha vasanugah. 

26. 

ankachedetu nirvrttam masam va varsamevava 
nordhvam varsatpra kartavyam karya manka samas- 
rayam. 

27/1. 

evantu bharate varse kajsyah karyah prayogatah. 


The computation of the ‘time’ must be calculated and 
designed having due regard to the country or continent under context. 
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So when de alin g with Bharata-land diurnal durations have to be fixed. 
(Sun rise and sun set vary with countries, hence this canon). 
Thus the unity of place coupled with units of action has to be har¬ 
monised with unity of time. The division of Acts in a play will be 
explained in detail in later chapters. 

7. Regarding the Heaven-born: 

Besides men, those angelic beings that have their abodes in 
the regions of Himalayas, circuit of Kailas, Hemakuta, Nisada, sveta- 
parvata and s^ngavarta, can be the dramatis personae. Then their 
abodes have to be fixed up in Jambudvipa, and symbolically in a 
particular apartment of the stage. Their actions, prowess and strength 
may also be symbolically displayed on the stage. For costuming 
these celestial beings dress only as human beings. Even though it is 
persumed that the angels are winkless beings, on the stage, the actors 
should not attempt the winklessness. Their feelings and emotions 
must be expressed by their looks. The emotional phases suggested 
by their looks can be understood later in terms of limb gesticulations. 
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CHAPTER XVII (B) 


PRAVRTTIS i Schools of Behaviour 


B.N.S. classifies the country (Bharat-land) into four regions. 

1. Daksinatya: 

XIII. 41. 

daksinasya samudrasya tat ha vindhyasya cantare 
ye de§a stesu yumjita dakisnatyamtu nityaiah 

That tract of the country lying north of the sea (Indian 
Ocean) up to the vindhyas is ,to be reckoned as the region daksinatya—• 
the southern land. 

This peninsular tract comprises Mahendra, Malaya, Sahya, 
Mekala, Pala (kala) manjara mountain ranges. The country lying 
in between these is daksinatya. Besides this, the following sub¬ 
countries are also included. Kosala, tosala, kalinga, yavana, khasa, 
dravida, andhra, Maharastra, Vaisnava, Vana Vasaja. (Vaisnava 
may be Vainna-tract between Krstna and pinakini rivers). 

The people of this part of the country, because of their 
customs, manners dressing, language, music, dancing traditions, 
follow the KaiSiki type of this natya art. Their art is adroit, pleasing, 
soft, subtle and in a word, fine. This grouping is done on the broad 
principle of the Vrttis which are four. 

(1) Bharati. 

(2) Satvati. 

(3) Arabhati and 

(4) Kaisiki.’ 

Yrtti is process, of living and consists in exhibiting and dis¬ 
playing the habits, customs, dress, manners, language, commerce, 
folklore of the different localities or regions. 



Pravrtti is the communication of the above. 

The division into four is based upon the four cardinal styles 
that are principally found in those regions. 

2. Avanti: 

The countries are avanti, vidisa, sourastra, malava, saind- 
hava, souvira, antara, arbuda, dasarna, tripura mrttikavati. 

The emotional features of the people of the above tracts of 
land signify sattvati and Kaisiki. This medley is not found elsewhere. 

3. Odhra Magadhi: 

The countries are anga, vanga, kalinga, vatsa, odhra, 
magadha, poundra, antargiri, bahijiri, plavanga, malada, malla- 
vartaka, brahmottara, bhargava, margava, pragjyotfsa, pulinda, 
videha, tamralipta (Assam), and other countries. Herein magadhi 
style is practised i.e., Bharati and to an extent arbhati are in vogue. 

4 . Pancala: 

Country lying north of Ganga river and south of Hima¬ 
layas. Panchala, surascna, kasmlra, hastinapura, bahlika, sakala, 
madraka and usinara. 

The styles are Sattvati and arabhati accompanied by a 
little of singing. The general gait is aviddha. (vigorous). 

5. The entry of the actors is prescribed in two ways:-— 

(1) From left to right, circumambulate taking a right 

turn; 

(2) From right to left, i.e. reverse of the above. 

The actors belonging to the pravrttis of Avanti and Daksi- 
natya move from left to right. This side entry gate is to the north. 
Panchali and odhramagadhi actors do it from right to left. To the 
south lies their entrance (gateway). 
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There may be a medley of these styles. This mixing can 
be done having regard to the place, time, circumstance and if the audi¬ 
ence tolerate. The troupe of skilled actors cleaverly manage and de¬ 
cide the particular style to be displayed. The performance must be 
suitably changed and followed. The preponderating features which 
are common and not queer and grotesque have to be combined and 
displayed. This is the wise rule of via media. 

6. The dramatic action in production is of two varieties: 

(1) Delicate .. Sukumara. 

(2) Aviddha .. Vigorous. 

1. Sukumara: Delicate and subtle. 

The following types of play are classified as sukumara. 

Nataka, prakarana, bhana; vidhi and Anka; dramatis- 
personae in these are mostly human beings. 

2. Aviddha: Vigorous: 

When angaharas are of this type, the action consists in cut¬ 
ting, breaking, tearing, warring, belligerency and bellicose and full of 
black magic and sleight of hand. Trickery, pupettry etc. More men 
and fewer women take part. The Vrttis suffused in this style are Satt- 
vati and Arabhati. 

The types of play are dima, samavakara, vyayoga, and 
yhamrga. The dramatis personae include gods, demons, raksasas 
and highly tempered men possessed of valour, vigour and strength. 

7. XIII. 65. 

atha bahya prayogetu preksagrha vivarjite 

vidiksvapi bhavedrangam kadacid bhartu ragyayah. 

Under orders of the king open-air performances can be 
produced, thus dispensing with the auditorium. The stage will be 
in one corner. 
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The stage must have six gateways. In one is located the 
orchestra. When the production is on, there should be no entry 
from east and west. 

In open air performances, the rules are all relaxed. The 
orchestra is stationed in the East. 

The actors must conform to the dress, voice and gait of the 
role taken for display. 



CHAPTER XVII (C) 


DHARMI: Conventions 

Representation or display on stage may be natural ?.<?., in accord with 
the nature of the real world. This is the purer form. It may also 
be. in the artificial and symbolic manner—-dramatic convention. 
Being so it may not be consistent with the experience of the world. 
It may even lack natural grace. 

XIII. 71. 

svabhava bhavopagatam suddhamtu vikrtam tatha 
loka varta kriyopetamanga Ilia vivarjitam 

The natural representation known as Natya dharmi will be 
agreeable to the gesticulations natural to the generality of men and 
women. What in modern parlance is known as naturalism or realism 
(not as opposed to idealism) may be approximately connoted by the 
phrase loka dharmi. 

2. Natya Dharmi: Theatric Conventions. 

(a) The language and actions may transgress the natural. 
The emotions expressed through gesticulation may not conform to 
actions done in nature. The movements like angaharas are according 
to the directions required in dramatic art. 

(b) To suit the theatric voice, the costuming will also be 
conventionalised. 

(c) Even in this conventionalised acting, the * natural 
features 5 are indented on, into the artistic production. Weal and Woe 
of men can be displayed in art-forms. 

(d) Some dialogues, asides etc. on the stage sometimes are 
spoken out, fictitiously presuming that the audience alone are the 
listeners and not the other roles on the stage. 



(e) Traversing over hills, travel by aeroplanes, wielding 
of shields, holding banners aloft, are represented symbolically to 
signify those respective actions. 

(f) Sometimes it happens that one actor puts on multiple 
roles i.e. appears as several others. This is done by his skill. Though 
it is the same individual actor, the dramatic convention dictates that 
there are different roles depicted. 

(g) In dramatic convention, women with whom consort is 
incest, may in roles play as consorts with impunity. When the actress 
moves on the stage in exuberance of coquettishness or walks with the 
strides of a warrior, the art tolerates this. (It may not be approved in 
the real world). 

(h) Dramatic convention also has for its contents, the weal 
or woe of the average person of the real world. 

(i) What is the essence of vedas and itihasas and is in¬ 
culcated by Brahma, the progenitor, is recognised in dramatic con¬ 
vention for the beatitude of gods and mortals. 

(j) The divisions on the stage into zones and apartments 
or other arrangements of the settings are also the exigencies of dramatic 
conventions. 

1. XIII. 84 and 85. 

84. 

natya dharmi pravrttamhi sada natyam prayojayet, 
nahyamgabhinaya tkimcidrte ragah pravartite. 

85. 

sarvasya saha jo bhavah sarvo hyabhinayordhatah, 
angalamkara cestatu natya dharmi praklrtita. 

The dramatic action must always be accompanied by and 
attuned to the character or role to be displayed by the actor. No 
rasa will be aroused if the player does not attune himself to the gesti¬ 
culations of the body or if he is incapable of such dramatic movements. 
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The ideation is common to all and everything done on the 
stage has a meaning. This is the essential characteristic of the actor. 
He must accord himself to the role he puts on, by properly costuming 
and performing gesticulations to communicate the precise meaning. 
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CHAPTER XVIII 


AH ARY A ABHINAYA: Costuming and Make Up 


This chapter deals with a variety of Arts and Crafts necessary for 
a production. Costuming and make up are not only for the individual 
actors and members of the troupe, but for the whole theatric milieu 
improvised for presentation on the stage. For the study of sculptural 
illustrations, a knowledge of the details of this chapter is essential. 
Make up is nepadhya. This feature is the very ornament of dramatic 
action and dance. This factor gives an impressive and presentable 
form and concludes the final touch to the display. Before the bodily 
actions and gesticulations are commenced as a result of the volition of 
the actor, the make up is designed to create the first favourable im¬ 
pression. 


2. The Make Up (all inclusive of the actor and of the stage)— 
Decor and costume. 

Four types are enumerated. 

(1) Pusta, (2) Alankara, (3) Angaracana, (4) Samjiva. 

(1) Pusta: Improvisation of stage setting. This is of three 
kinds: 

(a) Sandhima, (b) Vyfijima, (c) Cestima. 

(a) Sandhima: Consists in producing, manufacturing 

and improvising the required shape by using 
thin planks, cloth or hydes. 

(b) Vyajima: is making things by the aid of machines 

and instruments, drilling etc. 

(c) Cestima: is that by which the shape of things to be 

displayed are produced. 



Pusta is that part of the stage accoutrement by which hills, 
aeroplanes, carriages, shields, armour, banners and trees are stage- 
managed. 

3. Alamkara: 

This ornamental beautification consists of garlands, orna¬ 
ments, clothing, costumes. This group has several subdivisions. 

Malya: Garlands are five kinds: 

(a) Cestima—shaking. 

(b) Vitatam—loose. 

(c) Sanghatyam—closely fitted. 

(d) Grandhiman—knotted. 

(e) Pralambitam, hanging very loose. 

Ornaments: These are of four varieties: 

(a) avedya: stucked ornaments of the ear, nose etc. 

Earrings (Kundala). 

(b) bandha: tied or bound. Girdle. 

(c) praksepya: forearm—Bangles, anklets and wearing 

clothes. 

(d) aropaka: Gold threads and other neck jewellery. 

4. Ornaments and jewels worn by men and women: 

(1) Cudamani: Head or crest—jewel. 

(2) Kundala: is an ornament removable from the ear by 

a pin or nail screw. 

(3) Muktavali: pearl—necklace. 

(4) Harsaka: Pleasing stringed—jewel, a neck ornament. 

(5) Kataka: Wristlet and Rings. 

(6) Hastavi: (Valayam) Bangles including a perforated 

variety. 
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(7) Rucika and uccitika: These adorn the wrists. 

(8) Keyura: Shoulder coverings. 

(9) Kurpara: Elbow covers. 

(10) TriSram: Hara, three lined chest ornament. 

(11) Taralam: Waist ornament or a waist thread. 

All the above are used by men. Then the appropriate 
ornaments of gods, kings and ladies are given. Painting the beauty 
spots of the body is also included. 

5. 

(1) gikhara pasam: Hair-fastener, cluster of hair. 

(2) Pindipatram: Plaiting of hair into a spherical knot. 

(3) Cudamani: Ornament for the'head. 

(4) Makarika: Ornament of the crocodile shape. 

(5) Muktajalam: Veil like pearl strings. 

(6) Gavaksakam: A jewel set will cow’s-eye like perfora¬ 

tion. 

(7) Sirasobhusanam: Head Ornament. 

(8) Sirasa jalakam: Jewel hanging down the head. 

(9) Sikhipatram: Leaf-shaped jewel. 

(10) Venikanja: Lotus like jewes'. 

(11) Sarocakam: Beautifying tioliette. 

(12) Lalata tilakasca: A pendant hanging over the 

forehead, near the parting of hair. This jewel is 
of several varieties. 

(13) Bhru kasopari gucha: Toilette—painting over the 

eye-brows in the shape of a flower -petal. 

(14) Karnika: Ear ornament. 

(15) Kama valayam: Ear-ring. 

(16) Patra karnika: Leaf-like ornament for the ear. 

(17) Avestitah karna mudra: Jewel in the shape of a seal 

for the ear. 

(18) Karnotkilaka: Ear ornament with a screw fitting. 
The above ear jewels are in-laid and set in precious 
stones and jade. 


83 - 15 
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(19) Karnabhusana: Ear-adorning jewels. 

(20) Karnapura: A similar variety for the ear. It may 

even be in painting. 

(21) Tilaka: Beauty mark on the forehead. 

(22) Patra rekhaca bhaved garida vibhusanam: Painting 

the cheeks and adorning with jewels hanging 

over. 

(23) Triveni (caiva vigyarnbhaved)—vakso vibhusanam: 

Tri-rowed gold chain ornament hanging over the 

bosom. 

(24) Netrayo ranjanam: Collyrium applied to the inner 

eye-lines. 

(25) Adhara (sya) ranjanam: Paint over the lower lip, 

lip stick. 

(26) Danta (vividha) raga (sea) turnam suklata: Teeth 

painted differently, white for the foreteeth-incisors. 

(27) Several other types of painting with aesthetic purpose 

to give grace and gloss to the appearance can be 

applied. 

In the case of bashful maidens, most of these ornamentations 
are white. The teeth are painted after the rosy colour of a lotus petal. 
The lower lip is painted red with the hue of the mineral (asmaraga). 

The above add grace and gaiety. A variety of necklaces 
of the shapes of snakes, and other designs studded with rubies, jade etc., 
are used. For the neck, a diamond necklace and other stringed orna¬ 
ments (of beads) are also used. Other jewels with two colours or 
three colours are used. The neck ornaments may be like decorative 
chains. Dependent on the skill of the craftsman-goldsmith, the 
patterns and styles of ornaments are designed for the bosom, and for 
the neck. 


Jade-studded breast coverings may be used for their aesthetic 
appearance. Similarly ornaments worn over the heads of shoulders. 
So too for the forearms and upper hand regions, jewels may be worn. 
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Wristlets in a variety, and hasta pallvalam befitting hand 
ornaments of the designs of leaves may be used. Rings and signets 
for the fingers and similar rounds for the toes may be used. 

Kanci: A waist band with net work, engraved with pearls. 

For the gods and kings chain-jewels of sixteen or twenty 
five bands are also used. 

The women among of the angels and of the royalty use pearl 
beads consisting of thirty two, sixty four or one hnundred and eight. 

Anklets linked with tiny bells manufactured in billet designs 
are worn for producing jingling sounds of euphony when the wearer 
makes graceful gait. Another ornament near down the knee can be 
worn like an ornament covering the calf and rings round the toes 
and a special jewel for the big tow. Near about can be painted 
beauty spots. This painting is done with a variety of resins or red 
lac or the juice of the red asoka plant. Such is the elaborate orna- 
nentation and decoration for ladies Gap-a pie. These have to be put 
on having regard to the emotion and feeling appropriate to the context 
and occasion for achieving an aesthetic effect. 

XXII. 42. 

etad vibhusanam narya akesadana khadapi 
yatha bhava rasavastham vigya yaivam prayojayct 

In designing and using the above, pay due regard to the 
canons laid down for the manufacture of the articles, fully being aware 
of the purpose of the display which must always be in tune with the 
world. 


Some pre-eminent instructions are given in the following 

terms. 


XXII. 43. 

nahisakyam suvarnena muktabhir mani bhistatha 
svadhinamce cchayacaiva kartu mangasya bhusanam 
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44 

TT. 


vibhavatobhi prayuktamanga sobha karam bhavet 
yatha sthanantara gatnam bhusanam ratna samyutam 


45. 

natu natya prayogesu kartavyam bhusanam bahi 
khedam janayate taddhi savya yata vicestanat 


46. 

gurva harna sannohi cestam na kurute punah 
guruharavasannasya savedo murcha prajayate 

One cannot improve on the natural basic beauty of a person¬ 
ality by putting on gold and precious stones. Such decoration may 
bring weakness in relief. Personal charm and beauty of the limbs 
not be improved by ornamentation and decoration. 

Such adornment which coalesces with the emotion and 
feeling, shines. Misplacing a jewel, will mar the good effects. 

Never overdo in ornamentation. This pains the actor and 
the whole appearance will be a misfit. An actor overburdened by 
the weight of ornaments may fail to do the proper acting. Some¬ 
times he may even swoon, or begin to sweat profusely. Gold should 
not be used for the manufacture of ornaments. A jewel fitted up 
with wax, though lacking in precious stones, will not give any trouble. 
These improvisations sufficiently serve the stage-purpose. 

6. Vidhyadhara women have plenty of pearls covered over 
the tresses of hair. Aspsarasas and yaksinis must wear rubies. This 
is the best decoration for their coiffuer. Naga women (nagini) dress 
their hair with pearls in a creeper like fashion. Rsi maidens of the 
hermitages, must have their hair plaited. They should not wear 
ornaments. Siddha women delight in wearing pearls and emeralds. 
They dress in yellow. Gandharva women must be decorated in pad- 
maraga Jade-Ruby with a Vina in the hand. Their costumes are 
vicilet coloured. 


228 



Raksasa women wear blue-black stone. They have pro¬ 
truding white teeth. They put on black dress. 

Celestial women wear jewels studded with cats-eye and 
pearls. Their costumes are of parrot-green colour. 

Women of the monkey class and divine species must have 

ornaments made of the pusparaga-Topaz-Jades. They wear blue 
dress. 


7. Dress of Women: 

The head dress of Avanti ladies is of Salaka Kuntalam— 
a variety of coiffeuring. 

Gowda women plait their hair close to the head. 

Abhira (Gujarat)-they have double plaited hair. They 
dress in blue. 

Women of Assam, their hair knot is raised. But they wear 
a veil over up to the head. 

The women of the South comb the hair to look like a pot. 
It is twisted round the face. 

8. Every actor must put on some paint or other, otherwise, 
if they make their appearance with the natural hue, they will be dis¬ 
graced by the audience. 

9. Weapons: (Tala==9 // ). 


Bhindi—A j a valin 

m m 

12 Talas long 

Kunta—Spear 

m * 

10 Talas long 

Sataghni—Battering ram metal- 


lie head 

•• • 

8 Talas long 

Sula—Tomara, Sakti 

• • 

8 Talas long 

Offensive Weapons: 



Dhanur—Bow 

• • 

8 Talas long 

§ara—Arrows 

< » 

4 Talas long 
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Gada—Mace, club 
Vajra—Club with handle at the 
middle 

Khadga—Sword 
Cakra—Discus 


4 Talas long 


40" inches 
12" Diameter 


Prasa 

Pattisa 


6 " 


Danda 

Kanaya—Lance 


20" Batton 
20 " 


Carma—Shield 
Prakhanda—Shoulder covering 
Praganda .. 16" 

Valayam 

Khetaka—Shield .. 30" 

Jarjara—Staff of the banner; Cudgel 
Danda Kasta—Handle of club 


Hyde of Rhinoceros 


10. Jarjara: 

This is made of timber or bamboo. Length is 108 inches 
with five digits, that is four knots or joints. It must be annointed 
with ghee and honey. Flowers and incense must be offered. Pra¬ 
yers rendered . The bamboo used is of the punya-venu variety. 
Its worship has already been described. 
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CHAPTER XIX 


SAM ANY A ABHINAYA : Natural Acting 


Samanya Abhinaya—natural acting arises out of speech, body and 
natural conditions—satva or sattvika. When acting is suffused with 
natural gesticulations, it is to be known as satva. This is centered 
round the natural states and it has always the preeminence in the 
sphere of acting. When this satva-acting is equally poised and aligned 
with the actions of speech and limbs it is known as madhya ; where 
satva is lacking, it is of the lowest type. 

The satva (psychological and mental) acting is per se invisible. 
It manifests itself through the exhibition and display of emotions, 
feelings and rasa. 

Emotions are portrayed according to the psychological situations. 
Their actions are manifest by horripilation, tears, sweating and the 
like. 

As already adverted to in the chapter on Bhava, sattivika 
bhavas are involuntary by nature. 

XXIV. 5/2. 

ayatnaja statha sapta rasa bhavopa bruhmitah 

They are developed by other bhavas for the production of rasa. 

Generally three of them are described, (i) Bhava, (ii) Hava and 
(in) Hela. 

Satva is in the very nature of the physical system (of human 

beings) and from it emanates bhava and from the latter hava and from 

that hela. 

_____ 

Dchatmakam Bhavet Sattvam Satvat Bhavah Samuthitah Bhava t 
Samuthi to Hayo Havad Hela Samuthita, 



Bhava is conceptual feeling or emotion. Hava is coqr 
gesture or blan dis hment which excites amorous sensations 
Hela is strongest amorous passion. 

2. Bhava: This consists in investigating or scrutinising the 
of the poet by the actions of speech, body and demeanour cb 
pertaining to satva expressions. These pertain to feminine ac 
They brings out in relief the heart of the poet. It is subject 
origin and objective in its manifestation. Satva must be overfly 
with Bhava. 

Hava is indicated by highly elegant actions of the eye 
eye brows spilling out erotic feelings. 

Bhava which emanates from the mind (citta) will show 
itself in the quick movement, recaka of the neck. 

The above actions in combination will rouse Srngara 
and in delicate and subtle manner they are displayed in hela. 

3. Gesticulatory actions suffused with erotic feelings are < 
fied into ten and described herein. These pertain mostly to w 
in erotic atmosphere and states. 

1. Lila: Sportive. 

This consists of delicate sportive imitation of the end 
and cherished one by some embellishments of the body and sj 

2. Vilasa: Dalliance. 

Exhibition of some action refering to the endearec 
either in a standing, walking or sitting pose, by the graceful move 
of hands, eyebrows and eyes. 

3. Vicchitti: Discard. 

Indication of discading the garlands, dress, ornament 
unguents. This is done either in a small degree or even to a ] 
extent and in either case it creates a glow of added beauty. 
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4. Vikrama: Triumphant Striding. 

This consists in the production of perverse effect in things 
which ought to produce pleasure and lustful affectation by means of 
blandishments of different kinds of actions of speech, body and decora¬ 
tion. 


5. Kilikincita: Lustful Excitement. 

This consists of a complex confusion of smiles, meeting at 
trysts, laughter, fears, diseased condition, lustful excitment, sorrow 
and depression. 

6. Mottayita: Sportive Demonstration. 

This is a kind of sportive demonstration while feeling and 
hearing about the mention of the endeared one. All the while the 
endeared one is stuck up in the heart. 

7. Kuttamitam: Ostensible Dislike. 

Although the love allows the lover, who is the endeared one, 
to touch and caress the hair, tresses, breasts, lower lip and the like, 
which are all productive of pleasure; the expression for the time being 
will be prevention of such approaches and pretension of dislike. 

8. Bibboka: Hauteur. 

Though the love is pervaded by and is suffused with plea¬ 
sant and agreeable feelings and emotions, a sensation of pride and con¬ 
ceitedness sprouts up and she puts on a hauteur air and appears to dis¬ 
regard such impassioned approaches. 

9. Lalitam: Graceful. 

This consists in the disposition, placement of the hands and 
feet, deportment of eye-brows, eyes and lips, in a most delicate and 
graceful manner or form, all the while inviting and tempting the lover 
to rush into overtures. 

10. Vivrtta: Silent Response 

Consists in women not verbally responding to the addresses 
made to her, whether that be the result of her nature, or any special 
pretence put on affectedly at the time of the amorous approach. 
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4. There'are some involuntary feelings and emotions that spring 
out innately. There will be no volition on the part of the player. 
They emanate spontaneously. 

1. §obha: Radiance. 

The inviting appearance of youthfulness, gracefulness is 
improved by their externality. Decoration of the body is aslo a 
complementary feature. 

2. Kanti and 3. Dipti: Brilliance and its Excellence. 

These arise from a grouping of conditions and states pro¬ 
ducing sobha. Its exuberance is dipti i.e. Kanti in-excelcis is dipti. 

4. Madhurya: Charming deportment or Sweet Flavouring. 

The excess of Kanti and dipti and some other conditions 
producing lalita—delicate actions, without any extremeness is reckoned 
as madhurya. 

5. Dhairya: Boldness and Steadfastness. 

One is not affected by unsteadiness and being unblemished 
in all respects remains faultless and flawless. He is devoid of self- 
praise. There is the exhibition of the natural in-born state of the 
mind. 


6. Pragalbhyam: Sedateness and Serenity. 

One proceeds to action in utter fearlessness and absence of 
all alaram. 

7. Audaryam: Magnanimity. 

This consists in feelings of humility and extreme civility in 
all respects and under all conditions. 

The above pertain to lalita—delicate and subtle states 
and always are found in women. 
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5. The same become highly burnished and brilliant in actions 
other than vilasa and lalita. They are found naturally in men. They 
are: 

1. Sobha: Skill. 

Consists in the presence of expert dexterity, bravery, alert¬ 
ness, a contempt for mean things, and an emulation for higher and 
superior things. All these generally co-exist. 

2. Vilasa: Sportive Pursuit. 

The attentions to be bestowed are always fixed on a target 
even as that of a bull purshing a heifer. He always remembers what he 
has promised. 

3. Madhuryam: Evenness. 

Where on account of great prctice one is able to handle 
implements even in heavy matters, without any flutter whatsoever. 

4. Sthairya: Fixity. 

This consists in being steady in matters whether they be of 
weal or woe, and relating to dharma, ardha and kama. One is stead¬ 
fast without swerving from the purpose and aim. 

5. Gambhirya: Gravity or Serenity. 

This consists in the virtue of not betraying variations of the 
feelings of pleasure, pain and fear etc. His demeanour and behaviour 
remain unaffected. 

6. Lalitam: Loveliness. 

A lovely delicacy is exhibited without any apparent affec¬ 
tation. 

7. Oudaryam: Generosity. 

Is that generous attitude shown to all without any distinc¬ 
tion between kith and kin, strangers or others. 
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8. Tejas: Dignified Mien. 

That quality by which one remains unperturbed even when 
disgrace and the like are offered or imminent. 

6. Actions relating to the body are enumerated hereunder: 

1. Vakya: Speech or Word. 

Where recitation and the intonation in prakrt or Sanskrt is 
made either in verse or poetic prose to convey the rasa intended. This 
is to be known as vakya abhinaya, i.e., gesticulation through speech. 

2. Suca: Word to action. 

When the idea expressed in words is exhibited or displayed 
by bodily action, and this action follows the word, this is known as 
suca. 


3. Ankura: Action Sprouting. 

The expert actors exhibit in an exquisitely dexterous way, 
not by words but by suggestive display of feelings, innate in the heart. 
This has always a beginning for later development. In a way this is 
also suca, but this is an action of suggestion. 

4. &akha: Suite of Bodily Gestures. 

Consists in producing the desired action regularly from 
head down to the foot in the order of the limbs. 

5. Natyayitam: Foreboding Actions. 

The oncoming action is indicated by the accompaniments 
and sorroundings. The situation in the fable displayed is developed. 
It is like meeting the desired at the gate. If, when the occasion re¬ 
quires, dancing attuned to dhruva (Vala) is performed to express 
pleasure, anger, sorrow and the like to convey bhava and rasa, is also 
known as natyayitam. 

7. Nivrttankura: Complete Budding. 

This is performed by two actors. One of the actors per¬ 
forms the speech action in suca. Another adopts it or executes it in 
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an applied form. The action is done in consonance with the original 
suca action and is completed. 

8. There are twelve actions—abhinaya—-set out for the execu¬ 
tion of the subject matter of a dramatic work. 


(1) Alapa 

(2) Pralapa 

(3) Vilapa 

(4) Anulapa 

(5) Sallapa: 

(6) Apalapa 

(7) Samdesa 

(8) Atidesa 

(9) Nirdesa 

(10) Vypadesa 

(11) Upadesa 

(12) Apadesa 


(Conversation.) This is mere dia¬ 
logue. 

This is meaningless talk and gibber¬ 
ish. 

This arises out of feelings of pity 
(Karuna). 

A long continued conversation is 
prolonged involving repetition. 

In this there is an interlo cutary 
conversation. 

The reverse of the above i.e. (Sal¬ 
lapa) i.e. repeating the idea in 
another form. 

(Message) when one asks another 
to go and communicate or nar¬ 
rate. 

Is £C you say go ” and “ I say this.” 

Where one categorically asserts. 

A speech with an innuendo. 

Consists in asking one “ do this.” 
<c Take this,” i.e. giving a direc¬ 
tion. 

A message-ridden speech. To 
quote the very words of another. 


9. The speeches are made in several tenses. Several modes 
are narrated either in first person or second person. 

1. Pralyaksa: 

“ He says so but not I ” and if the same thing becomes 
current (relates to the present tense) it is parasta. 
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2. Atmasta: 


‘I do it/ e I go/ c I talk to him.’ This is pratyaksa as it 
relates to present tense. 

I shall do it.” “ I shall go there/’ “ I shall talk to him/’ 
is paroksa, as it is in the future tense. 

Atmastha expressions are converted into paroksa by ex¬ 
pressing the same in future tense. Some speeches relate to the events 
that happened in the immediate past. e.g. “ enemies are killed or 
defeated.” This maybe a present event or an event of the immediate 
past. With little variation paroksa becomes parastha. 

3. Adyatana; Now. 

When a thing is to be done £ now and here ’ by the self and 
another like ‘ that must be achieved by me today along with you.’ 

Such matter in the present (adyatana) relates to the self 
and another. 

When the self interposes his hand referring to something 
relating to himself (i,e. in his mind) and to another; it is paroksa 
(aside). 


Samanya abhinaya consists in an equitable distribution of 
gesticulations of the head, face, feet, thigh, calf, belly and waist. 
Re-presentation and display of emotion and feelings for the emana¬ 
tion of rasa is of pre-eminent importance. 

10. Abhyantara gesticulation: Internal. 

Wherein the display there is not any excess of any kind, 
precipitation and is without any brandhishment of flourish or tortur¬ 
ing of the body and when the action accords with laya and tala of the 
accompanying musical instruments, it is abhyantara. The plot is 
well apportioned and not grating and uneven and there should be no 
confusion. This is always subject to rules and hence is classic. 
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11. Bahya: Rules transgressed. 

When the above are transgressed and principles are set at 
naught by full freedom and where there is no concord between action 
and singing, it is bahya—-it is rather romantic and is always beyond the 
scientific presentation. Several rules are promulgated for guidance 
in natya. 

12. Gesticulatory representation of the five senses. 

1. Sabda: Sound. 

The hand is in su.ci (pointed forefinger) the glance is to¬ 
wards the tip of the finger, the hand is placed near the ear. This 
signifies hearing. 

2. Sparsa: Touch. 

Eyes are slightly lowered, brows are elevated, and the cheeks 
are touched. 

3. Rupam: Form. 

Both the hands are posed in pataka They are placed over 
the head and with quivering fingers to form a contour over the eye. 

4. Rasa-gandha: Smell and Taste. 

Lower the eyes, widen the nostrils and indicate delightedness 
by the lips and by the breath. 

Thus primary feelings of the five senses are displayed. Simi¬ 
lar gesticulations are made in respect of the ear, skin, eye, nose and 
tongue (sense organs). The mind perceives through the sense organ. 
If the mind is not active, nothing can be perceived. The mind func¬ 
tions through one or other of the five sense organs. 

13. In all abhinaya-gesticulations there are three types of mental 
activities: (1) Ista: pleasing, (2) Anista: disagreeable, (3) Madhy- 
asta: Indifferent. 
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1. Ista: 

All the ‘ likes * and c agreeables * are indicated by a kind of 
exhilaration of the body, horripilation and modulations of facial ex¬ 
pressions. The player exhibits delight at the * likes ’ when the mind is 
in contact with the sense organs over any object perceived. 

2. Anista: Dislike. 

This is indicated towards one or other of the above by 
turning away the head, and not casting a look. The actions relate 
to eyes and nose. 

3. Madhyasta: 

Indifference is expressed neither by too much pleasure or 
too much of displeasure. Paroksa abhinaya—when displayed by the 
actor is inferred from the acting. This is also madhyasta type. 

14. That object which is actually experienced by the self is 
known as atmastha (subjective). That which is described by another 
or as appertaining to another is known as—parastha (objective). 
Perchance all emotions and feelings arise out of desire. This desire 
is, very often, the result of one’s mental predilection. Desire may re¬ 
late to dharma, ardha, and moksha. It may also relate to Sexual 
congress. The feelings that arouse srngara consist in the production 
of delight or pleasure of the erotic communications between lovers. 
It is productive of good and is also helpful. ** Rati ”—is consumma¬ 
tion Of the achievement of the possession of the object intensely desired 
for. Generally in this world, people mostly wish for the good, i.e. 
auspiciousness. The source of all pleasure (Sukha) is Woman. 

In women, there are several types, with varying biological 
and psychological qualities. The females of the following species 
have common characteristics. 

Devatas, asuras, gandharvas, raksasas, nagas, birds, pisacas, 
yaksas, vylas, humans, monkeys, elephants, deer, fish, 
camels, corcodiles, wild bitches, mares, she-buffaloes, 
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she-goats and cows. These have similar sex-habits. 
The qualities of these species are enumerated. When 
these characteristics are also found among women 
(homo sapiens) they are classed as belonging to corres¬ 
ponding species. 

15. 

1. Deva (like) women. 

Their limbs are glossy and smooth. There is slow twinkl¬ 
ing of the eye-lid corners. They are diseaseless, shining, and possess 
power to bestow. They have a tendency to do the right. They are 
straight forward. They do not sweat profusely. They indulge in 
normal sex-pleasure. They eat little and delight in good smell. They 
delight in gandharva vidya (music). They are agreeable. 

2. Asura (like )women. 

They indulge in unjust ways and mischief-making. They 
nurture deep seated anger. They are stern and cruel in speech. 
They are addicted to flesh and drink. They are always in an angry 
mood and are always conceited and haughty. They are fickle, 
niggardly, rough, and delight in frequent quarrels. They are habi¬ 
tuated to jealousy and are never steady in friendship. 

3. Gandharva (like) women. 

They enjoy life in orchards and gardens. Their teeth and 
nails are well developed. They are always pleasant and keep on 
smiling, while addressing. They are of slender build, move slowly 
and are desirous of erotic delights. They indulge with avidity in 
music, singing, dance and taking part in orchestra. They are clean 
in habits. They possess shining glossy skin, hair and eyes. , 

4. Raksasi (like) women. 

Possess big and extensive limbs. They have red and big 
eyes. Their hair is rough. They are given to sleeping during day. 
They talk loud. They bite and scratch. They are jealous and 
invite others for a quarrel. They roam about during nights. 
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5. Nagini (like)women. 

They have a sharp nose and teeth protruding. They have 
well developed body and red eyes. Their bodily hue resembles 
the black lilly. They are given to excess of sleep. They have an 
irritable temper. Their gait and movement are always transverse 
and they creep quickly on the ground. They relish any animal for 
food and take delight in scents and flowers. 

6. Yaksi (like)women. 

These have well-extended faces. They are given to qickr 
ness in looks, delight in being in rivers. They indulge in intoxicating 
drinks and drink milk. They breed in plenty and are desirous of 
fruits, lie on the ground, delight in spending time in orchards. They 
sweat while in sleep. They take pleasure in fixed beds or seat. They 
desire to meet one, who was seen long ago. They cherish feelings of 
gratitude. 

7. Vyali (like)women. 

i i 

These are indifferent to praise or disgrace. They have 
a rough exterior and a similar voice. They are mischievous and 
always utter falsehoods. They are strong. 

8. Women (homo sapiens). 

Trie, to be straight forward, possesse noble qualities to help 
others—humanitarian in feelings, and quick, They have well defined 
limbs, grateful, delight in the worship of masters and gods; have abid¬ 
ing interest in righteousness,,virtue, desire for wealth, are devoid of 
egotism, fond, of friends and possess good habits. 

9. Monkey (like) women. 

Have a close knit slender body, mischievous. They have 
ash-coloured hair, are desirous of fruit and always are vaunting, noisy, 
fickle and fond of trees and gardens. Teel highly gratified for a little 
help done and remain grateful. Possess a precipitous desire for sex. 
They have innate monkeyish qualities. . 
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10. Cow-Elephant (like) women. 

They have big jaws and a similar forehead. They are 
obese and are very fleshy. Eyes are ashy, red and tawny. On the 
body there is growth of hair. Fond of sweet scents, flowers and 
drinks, very irritable, possess well established strength, delight in 
gardens, and trees. Enjoy sweet edibles. 

11. Deer (like) women. 

Have a thin belly, snub nose, thin calves, take delight in 
moving in forest land, reddish big rolling eyes, unsteady in the extreme, 
quick in movement, tendency to be frightened easily, timidity, fond¬ 
ness for music, fondness for sex, anger and possess well established 
qualities. 

12. Fish (like) women. 

These are elongated and stout, and have an elevated chest 
region. No twinkle of the eyes, has always many followers and many 
offspring. 

13. Camel (like) women. 

These have long protruding lips. These are sudoriparous. 
Their movements are crooked and have a thinned belly. Fond of 
ripe fruits, salt, sour and bitter and pungent edibles. The waist and 
sides are pulled up. Have a hoarse voice. Long and elevated neck 
and fond of woods. 

14. Crocodile (like) women. 

These have a big head, fixed and steady neck and cloven 
mouth. These make loud noise and are cruel. They partake the 
nature of fish. 

15. Ass (like) women. 

These possess thick tongues and lips, hard and rough skins. 
Fond of biting and kicking. Never tolerate a co-wife, active, unsteady 
and moving. These are productive of offspring. 
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16. Hog (like) women. 

These have long protruding posteriors, belly, snout, hairy 
body, strength, contracted feet and fond of roots. They have black 
teeth, raised face, and fatty thighs. These are covered by thick 
bushy hair. They have bad habits and beget profuse offspring. 

17. Mare (like) women, (Haya class). 

These are always steady, with well set sides, head, thighs, 
waist and posteriors. Possess manes of hair over the length of the neck. 
Their gait is beautiful and always are eager to give erotic pleasures. 
Have straight and thick hair. Fickle minded, and possess a cruel 
tongue. They are quick- footed, addicted to sex and anger. 

18. She-bufFalo(like) women. 

These have thickest backs, bones, teeth, body, sides and 
belly. These are all well- sized and defined. With hard hair, these 
look fearful. They have hatred to mankind. Delight in sex matters. 
Have an elevated mouth. Enjoy stay in water. Big forehead and 
posterior are prominent. 

19. Goat (like) women. 

Thin shoulders, legs, and chest. Eyes are fixed. Closed 
feet and thin hair. These are timid, dull, precarious, and have 
profuse progeny. Delight in trees. They are unsteady and quick¬ 
footed. 

20. A§va (like) women—Mule. 

Have the body and eyes pulled up, are addicted to frequent 
yawning. Radiant and have small faces and feet. Have a loud voice, 
little of sleep, angry. Such women talk too much. Have low habits 
but are grateful. 

21. Bovine (like) women'—Gava. 

The posteriors are broad, elevated and fat. Calves are 
thin, fond of friends, contracted are the feet, make good effort. 
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Fond of men and also the beloved of men. Attached to the worship 
of gods and Manes (Pitris). They are always clean and pure. Bear 
any distress with equanimity. 

In conclusion it is said that having understood the nature of 
the particular type of woman, the lover, or one amorously disposed, 
must pay attentions to the particular class of lady n order to gain 
access to her and to consolidate a continuing bond of friendship. 
Otherwise his efforts will be only fruitless. The service to and attend¬ 
ance on a woman are ordained for pleasure. Similarly penance is practi¬ 
sed for the attainment of dharma and this is also sought for, for obtain¬ 
ing happiness. The main spring of all pleasure is woman, lliere- 
fore one desires to enjoy her. 

16. The attentions and civilities to be bestowed on women by 
men are considered under three varieties. 

(1) Bahya—external. 

(2) Abhyantara—internal. (These originate in kingly 

roles in plays). 

(3) Bahyabhantara. 

Generally high born women belong to the class of abhyantara 
(inside the harem) and hetaera belong to the bahya class. Women 
who are neat, beautiful and clean after baths belong to the bahya- 
ntara class. 

17. Eight types of Heroines—Nayika are enumerated. 

1. Vasaka Sajjika: Awaiting. 

The lady decorates herself and applies perfumes in the 
fullest expectation of her lover’s arrival any time; fully blown up with 
erotic desire, she waits him at the threshhold. 

2. Virahotkhantah: Separated. 

The lady is overpowered by pangs of love, in her lonely 
and forlorn state. Her lover cannot go to her because of several 
other engagements. She wishfully and in her mental' states persues 
him, in sorrow (only in her mind). 
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3. Svadhina bhartrka :Has an obliging lover. 

The lover is always obsessed by the enjoyment in her com¬ 
pany and ever remains true to her. She always keeps him to herself 
in a pleasant mood. 

4. Kalahantarita: Quarrelsome. 

The lover hesitates to approach her, because of her quarrel¬ 
some nature, roused out of jealousy. She imagines, that her lover 
is indifferent towards her. She chaffs him in a morose and angry 
mood. 

5. Khandita: Awaiting prolonged. 

She, inspite of her decoration and readiness to welcome her 
lover, is disappointed by his not arriving to meet her. She is distressed. 

6. Vipralabdha: Disappointed. 

She dresses and decorates herself, keeps to the tryst in all 
promptness, but is disappointed by the lover’s absence. 

7. Prosita bhartrka: With an absentee lover. 

Her husband is away on account of very important work, 
at the behest of masters. She had dishevelled hair. Abandons 
herself into a quiet state. 

8. Abhisarika: In search of the lover. 

The damsel gives up all sense of delicacy and feminine 
shame and decency, and being overpowered by extreme concupiscent 
passion goes out of her abode. She dresses herself and goes in search 
of her lover, at the tryst and the rendezvous. 

Khandita (5), Vipralabdha (6), Kalahantarita (4). These 
love-ridden ladies are found in the following states:— 

(1) Sorrow borne of moody contemplation accompanied 
by deep sobs and sighs. 
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(2) Deep heaving. 

(3) Engaging herself in talk with her confidant maid. 

(4) Frequently looking at her ownself, self-pitying her 

forlorn state. 

(5) Distressed, she sobs. 

(6) Shows anger or retribution. 

(7) She is devoid of all jewels, having cast them away in 

utter disappointment and dejection. 

Svadhma patika (3): She has control over her lover, She 
shines with brilliance. Her face indicates extreme pleasure. Bedecks 
herselfin variegated and beautiful habiliments. 

Abhisarika (8) of the vesya class (hetaera) runs in pursuit of 
the sweetheart abandoning the practices of Sama, and dana. She 
goes well adorned. 

Abhisarika of the Kulaja class after her pursuit; she fully 
sweats, shakes with fear, though veiled, her face is fully visible, she goes 
to the rendezvous. 

Abhisarika of the presya class (servant); she is lustful, talks 
about the lustful passion. Her eyes are fully open in excitement and 
bewilderment. She has fixed foot steps. On her arrival she may 
find her lover sleeping. 

This chapter also details the approaches of men and women 
leading to the erotic climax. B.N.S. ordains the injunctions regarding 
what ought not to be shown on the stage. Even the bed should not 
be a furniture to be put up on the stage. Several amorous approaches 
and overtures like kissing, touching the breasts and lying down are 
strictly prohibited from being displayed. 
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CHAPTER XX 


CITRABHINAYA: (Residuary gesticulations) 


1. In the chapters wherein the subject of angabhinaya is dealt 
with certain minor features would have been missed, such residuary 
gesticulations have been classified in this under Gitrabhinaya. 

angabhinayanasyeha yovisesah kvacit kvacit 
anukta uchyate yasmat sa citrabhinayah smrtah. 

2. By the combined action of Uttana of the hands (raising them) 
or making svastika (crossed) of the hands in pataka hand-poses, with 
the head lifted (udvahitam) and directing the looks upward (i.e. 
urdhva niriksitam); this set of actions may be followed by variegated 
glances. These actions when displayed signify:— 


Prabhatam 

Gaganam 

Pradosam 

Divasam 

Rtu 

Ghanam 
Andhakara 
Vistlrnasya jalasya 
Disa 

Naksatra and graha 


Dawn 

Sky 

Evening twilight 

Day 

Season 

Clouds 

Darkness 

Widespread waters 
Airts 

: Stars and Planets 


The feeling of touch and consciousness, intense anxiety due 
to possession of wealth, moonlight, pleasure, breeze, haste and smell 
are also indicated. 


If in the same pose, the mouth is covered (by the palm) 
the display signifies the following: 

sun, dust, smoke, outburst of fire and expression of the desire 
to take shelter from excessive heat. 




If in the same pose, the glance is directed upward in a 
squint-eyed manner, signifies looking at the midday-sun, a steady 
glance is indicative of sun- rise and sun-set. 

To indicate thesacred thread, use both the palms in arala 
(S.H. No. 5). To indicate the knot of the sacred thread, perform 
svastika (crossed), vicyuta. 

3. Numerical signs or figures are indicated by fingers; tens, 
hundreds and thousands are indicated by pataka poses of the hand 
or these may be expressed verbally or by some side action. 

4. To display contemplative mood, and an appearance of con¬ 
centration of the mind, look downward with head slightly bent down. 
The right hand is in Samdamsa (S.H. No. 21). 

5. The existence of children is signified by lifting the head, 
and moving both hands towards the right side in Hamsapaksa (S.H. 
No. 20). 

6. Rtu: The Seasons. 

(1) Sarat: 

Different flowers of the season are indicated. Healthy 
condition of the limbs is suggested. The clearness of the airts is also 
signified. 

(2) Hemanta: 

Contraction of the body, covering one’s self to sustain heat. 

(3) Sisira: 

Flowers yielding honey are signified. Spread of fine aroma 
is indicated. 

(4) Vasanta: 

Creative of pleasure, blossoming of flowers. 

(5) Grlsma: 

Wiping out sweat, suggesting heat of the earth, use of 
fans, and showing heated atmosphere indicate this hot season. 
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(6) Vctrsa: 

Buds of Kadamba and Nimba flowers, Kutaja trees, green 
leaves, groups of peacocks, loud reports of clouds, and downpour of 
rain. 

Every season is to be suggested by such actions, inclusive of 
costume, dressing and general outlook and set-up. 

7. Danseurs generally must be in Vaisnava sthana. Their 
actions must be bold and steadfast. Danseuses must be in ayata 
and avahiddha. The actions of actresses must be graceful and mel¬ 
lowed. Embracing must be displayed by an action with smiling 
face and short speech. 

The actress in that passionate state develops quickly, horri¬ 
pilation, tears of joy and utterance of words smilingly. 

Actors exhibit anger by bloodshot and rolling eyes, biting 
lips and body shaking with deep breaths. 

An actress in the same mood exhibits hot tearful eyes, 
and with chin, lips and head shaking. The eyebrows are knitted. 

The actor exhibits sorrow by deep breaths, contemplative 
mood, hanging down the head, and looking at vacancy. 

The actress displays sorrow by crying, interspersed by smiles, 
beating the chest and by digging the ground with the big toe. 

An actor exhibits fear by showing excitement and confusion, 
bewilderment and by dropping down the arms. 

The actress displays fear by moving the pupils unsteadily, 
by shaking and frequently looking side to side. She also looks ex¬ 
pectantly for aid from without. 

8. Birds: Their representation. 

By the palm posed in tripataka and shaking, birds like 
parrots, sarikas and small birdlings are indicated. 

By recakas and angaharas, peacocks, sarasa birds and swans 
are signified. 
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9. Animals: 

Donkeys, camels, horses, elephants, lions, tigers, bulls and 
buffaloes have to be signified by simulating their peculiar gaits. 

10. Bhutas: 

Pisacas, yaksas, danavas and raksasas, are signified by 
special angaharas because these are not visible. XXVI 67/2 ’ Prat- 
yaksa nabhavantih. 

In the case of gods, who are generally invisible, their actions 
have to be, according to the sense conveyed by the verbal intonation 
i.e words spoken, obeisance is made to them by lifting up the hand 
from the side in arala (S.H. No. 5) and touching the head. 

When offering salutations to the deities, preceptors, ladies, 
heavenly beings, dignitaries, pra'nama has to be made accompanied 
by glorifying them and using grand eloquence. When saluting high 
mountains, big trees, the hands must be stretched out and lifted up. 

XXVI. 93/11. 

svapnayitesu bhavah kartavya nakhalu hasta san- 
caraih 

sattvabhi nayenaiva vakyardhai naivate sadhyah 

10. Ideas occurring in dreams should not be represented by the 
gestures of the hand. If the dream has to be acted, i.e. while dreaming 
is represented, no hand poses should be displayed. It is impossible 
to represent them in dramatic action in the natural states. 

But the following can be represented about a dreamy condi¬ 
tion. Low and indistinct voice, imperfect and incoherent murmurs 
repetition of words, and a slight memory of something of the past. 

If the speaker is an aged role, the voice must be faltering 
and also trembling. 

11. The voice of children must be pleasing, charming and the 
words uttered with unfinished syllables. The words are indistinct 
and imperfect. 
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12. The dying man must express words rather loosely, some 
words are stressed, but generally the words are faltering. The speech 
is interrupted by hiccups, deep breathy, and obstructed by phlegm. 
The intonation is varied. 

The hands and legs are in viksipta (thrown about), become 
suddenly actionless, generally the whole body is downcast and droop¬ 
ing. Signs of the overwhelming disease and approaching death are 
indicated. 

One who drank poison and is nearing his end, shows depres¬ 
sion of the body, hiccups and heavy breaths. The body is victimised 
by spasms of agonies. 

XXVI. 109. 

nanavidhairyatha puspairmalyam gradhnati malyakrt 
angopanga rasairbhavai statha natyam prayojayet 

110 . 

yayasya lilaniyata gatisca ranga pravistasya vidha- 
natastu 

ta meva kuryadavimukta satvoyavanna rangatprati 
nih s-rtah sah 

Even as a florist gathers varieties of flowers to weave them 
into a garland, even so in play-acting, combination of rasas and 
bhavas have to be wisely woven and displayed. 

The actor while on the stage, and before he retires from it 
must depict these (several kinds) emotions, feelings and deportment 
prescribed herein, by detaching his own self and by identifying himself 
with the role. 

XXIV. 112 to 122 

112 . 

loko vedastatha dhyatma pramanam trividham smrtam 
vedadhyatma padardhesu prayo natyam pratistitam 

113. 

veda dhyatmopa pannamtu sabdascandah samanvitam 
lokasiddham bhavet siddham natyam lokasya bhavajam 
tasmannatya prayogetu pramanam lokaisyate 
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114. 

devatanam rsi'namca ragnyam atha kutumbinam 
Krtanukaranam ioke natya mityabhi diyate 

115. 

lokasya caritam yattu, nana vasthantaratmakam 
tadangabhinayopetam natya mityabhi samgnyitam 

116. 

evam lokasya ya varta nanavasthan taratmika 
sa natye sam vidhatavya natya veda vicaksanaih 

117. 

yani sastrani yedharma yani silpani yah kriyah 
lokadharma pravrttani tani natyam prakirtitam 

118. 

nahi ^akyam hi lokasya stha varasya carasyaca 
Sastrena nirnayam kartu bhava cesta vidhim prati 

119. 

nana silah prakrtayah i§Ile natyam pratistitam 
tasmalloka pramanam hi kartavyam natya yoktrbhih 

120 . 

evam bhavanu karane nana prakrti sambhave 
bhavanga satva samyukto yatnah karyah prayoktrbhih 

121 . 

yebhi kra mairyo bhi nayamtu samyak vignya ya range 
manujah prayumjyat 

Sa natya tattvabhinaya prayoga sammana magryam 
labhate caloke 

122 . 

gnyeyastvabhinayahyete vangne pathyanga samsrayah 
prayoga gnyena kartvya natake siddhi michata 
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The above verses proclaim to the world the essence of this 
Theatrical Art. 

The three authoritative sources for the dramatic portrayal 
are: (1) the world-society, (2) Vedas and (3) Adhyatma—wisdom 
of Self. This Natya art is founded on them. 

The contents of the Vedas and Adhyatma are manifest in 
the words and metrical pronouncements. The ways and mann ers 
of the world derive sanction by the authority of tradition, by virtue of 
its being in tune with the practice of the world. In this science there¬ 
fore, the world is ordained as authority for this sanction. 

Natya is nothing but an artistic and aesthetic representation 
of what Gods, Rsis, Kings and householders do in the world. What is 
called action is after all the display of body and limbs of the player 
signifying the ways and manners of the life in the world,—its various 
moods, situations and feelings. 

So the knowledge and science of theatrics must introduce 
into the dramatic production, the multifarious reactions of the people 
in various circumstances and situations. 

The art must only demonstrate such practices of the world 
as are expatiated in the several sciences, works of art and treatises. 

But still no science in the world can lay down hard and 
fast rules about the emotions and feelings pervading all the world 
including its animate and inanimate contents. 

By nature men are of profusely different varieties. Dramati¬ 
sation deals with the display of such types. Therefore the world at- 
large must be taken as the standard authority by all those that are 
concerned with this Theatrical Art and Science. 

The actors must try to colosely imitate the emotional states 
emanating out of the individual natures of persons, accompanied by 
bodily actions, appropriate to the portrayal of particular feeling. 

That actor, who rightly and correctly perceives and displays 
on the stage, the appropriate poses, gets the first place in the world 
among those experts in theatrical Art. 
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The actions relating to speech and body are to be well under¬ 
stood and performed in play-production and this is the way to the 
attainment of Siddhi (Accomplishment). 


BENEDICTION 


XXXVI. 72. 

etachastram prayuktamtu naranam buddhi vardhanam 
trailokya kriya yo petam Sarva sastra nidarsanam 

This art when practised by men will bestow a chastening 
influence on their intellect and will combine in itself all the activities 
of the three worlds and will remain an illustration of all the Sastras—- 
Sciences. 


73. 

mangalyam lalitai scaiva brahmano vadanodbhavam 
supunyamca pavitramca subham papa vina Sanam 

The presentation of the art will be auspicious to the world 
and will bestow grace, having emanated from the mouths of the God—- 
Brahma. It will confer grace, sanctity and purity and ensures aus¬ 
piciousness and destruction of sins. 
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Fig 44—ONE AS THREE 





46-DANCE IN GROUP MOVEMENT 


Fir, 17 --A DANCE POSE 
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Fig. 5B-DESI DANCERS IN DIFFERENT POSES 


Fig. 57—A DANCE ATTITUDE 





















Fig. 62—DANCEUSE 











Fig. 67—DANCE USE - 2. 







Fro. 68-MUSIC IN 
ALIGNMENT- i. 


Fig. 69-MUSIC IN 
ALIGNMENT-2. 












Fig. 74—GAN A P ATI 


















’“*•'** 


<5,',?’,» i 1 














Fig. 90—PADMINI 







Fig. 91—TRIVIKRAMA 



DESCRIPTION OF 


PLATES 




Fig. 1— THREE IN STHANAKA POSES 


All the three are in samapada sthanaka. Well balanced placement. 

The right soles are slightly raised. 

The hands of the central figure, with both the palms in pataka are bent inward 
and raised at the sides of the chest. 

(From viewer’s left) the first figure. The left hand raised straight up at an 
inclination is held in pataka. 

The right hand is gracefully curved and the palm is resting on the waist. 

The third figure is symmetrically poised, the right hand is outstretched in 
inclination and the left is resting at the waist. 

Underneath in a circular frame is carved a gandharava in a beautiful karana 
pose varying from garuda pluta (K. N. 70). to sannata (K. 75). • The glee spirit 
is visible on the face. 


Fig. 2 —TRIO IN TERPSIGHOREAN REGALIA 

The whole composition is a unit consisting of three danseuses on the move 
towards the viewer’s left. The movement is on a stage. 

All the figures (from the viewer’s left) have their grace of caris (movements). 

The three figures are in casagati, the fine trotting of a casa bird. This is a 
progressive movement from viccyava (loosened). 

The movements are in conventionalised gaits of atikranta, transcending. 

The hands are gracefully linked. 

The right hand of the central figure is resting over the right shoulder of the 
figure to its right. The left hand of the central figure is symmetrically balanced 
on the left shoulder of the third figure to its left. 

The right hand of the first figure is curved over on its right side. The right 
palm is on the right thigh. The left hand is touching the right side of the central 
figure. 

The figure on the extreme right (of the viewer) has its left arm beautifully 
curved over its waist. 



Its right hand is resting on the left side of the central figure. 

The combined movement of the trio is a single dance movement. The move 
in slow tempo in regalia spirit is the highlight in the sequence. 

The tilts of the heads have their own charm and grace. 

Fig. 3—GANDHARVAS IN DANCE CONCERT 

A troupe of six Gandharvas, celestial band of musicians, are seen in a dance 
concert. 

At either end of the panel, a Gandharva is playing on the flute. Their leg 
movements signify the crescendo and diminuendo of their singing flourishes. 

The first figure is of a dancer with his right palm in mrgasirsa, denoting hilarity. 
The left hand is across the chest in kari hasta. 

His left foot is in udghaftita, ramming the ground. The right foot is not visible. 

The next figure is that of another danseur. The hands are stretched in kari hasta. 
The right foot is in udghaftita. 

The third figure is with cymbals. He is making the time beats. 

The fourth figure is playing the percussion instrument. The tilt of the head signi¬ 
fies the emotive rhythmic flourish. All the heads of the figures are in adhutam. 

The whole composition depicts a hilarious mood. The vigour of the Gandha¬ 
rvas is manifest in their rendering of music and semantic attitudinisation. The 
whole sequence is a dynamic movement in sound, dance and bodily change of 
postures. 


Fig. 4—DANCE CONCERT 

i 

This is an excerpt sculpture, of a dance concert. On the right, one is sitting 
with a drum, a percussion instrument. Just behind him is standing another dancer, 
keeping cymbals, to keep time. Still behind that lady is seen only a head, probably 
of the singer. 

To the left we have a figure tiny in stature with a drum partially damaged. 

The beat of the drum synchronising with the steps and the change of attitudes 
of the prima donna, the central figure. 

Central Figure:— 

The head is in adhutam, aslant, shows internal desire. The chest is steady. 
The right leg is bent inward at the knee. The left leg is slightly bent inward. The 
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right pada, foot, is in agratala sancara. The left pada is slightly raised. The pose 
of the central figure accords to a partial sequence, in the chain attitudes of a karana 
(?) 


Fig. 5—GAjANTAKA 

The dynamism of the total composition is awe-inspiring. The right foot is 
trampling the head of a tusker. The whole sequence of bodily movements rests on 
the right sole. The bronze is superbly cast. The pointing of the right toe to the 
front denotes that the twist at the ka1;i, waist, is exceedingly aesthetic in its purport. 

The right hands (of the icon) are four, (i) The upper one is in abhaya (assu¬ 
ring ksema—Grace) to the devotees, (ii) Upper holding the tiny drum, damaruka 9 
the beat of the spheres, (iii) lower one holding the hood of a snake, and (iv) Lower 
one is in arala-curved, single hand pose. This palmpose or Hasta indicates physical 
strength, haughtiness, valour, bloom, fortitude, divinity and heavenly splendour. 

The left set of hands (Palms): (i) The upper ardha candra, (Cresent Moon) 
representing the diadem of Lord Siva, (ii) Upper palm is also in ardha candra. 
(iii) The Lower one is holding a dagger and (iv) the often Lower one holding a 
cup (of blood). 

The head is aslant in adhutam, signifying pride. It also indicates achieve¬ 
ment or conquest. 

The looks are roudri, ferocious. The feeling of horror is roused. The glance 
is harsh and inflamed but yet benign. The eyes are reddish. The eyeballs are fixed 
between the eyelids. The eyebrows are in utksepam, thrown up. They are fixed 
up emitting krodha, anger. 

The nose is in vikrsta, elongated pose, and indicates vira rasa. The cheeks 
are in ghurna, rolling, showing buoyancy and pride. 

The neck is in trSra, sideward movement. The chest is in nirbhugna and 
indicates crushing. Side is in nata, bent to a side. Waist is in chinna, twisting 
round. 

The left thigh is in kampana, shaking, and also lifting up the heel frequently. 
The right thigh is in valana, circling and also in stambhana, steady; crushing of the 
Gajasura is indicated. 

The left knee is in nata, bent. It is also in udvahita, raised. 

The right foot is steady trampling Gajasura. 

The whole figure is still, except for the dynamic whirl of the Cosmic Dance. 
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Fig. 6 —&IVA WITH THE CORPSE OF SATI 


This is a composite attitude of Siva. The God is seen in a ferocious dance 
sequence. Sati, his wife, visited her father’s (Daksa’s) Sacrifice without being in¬ 
vited. She was shown indifference by all the inmates of her father’s abode. It 
was designedly under the command of Daksa. Moreover, her Lord was slighted in her 
presence. In bitter chagrin and agony she suo moto roused flames and immolated 
herself. 

Siva learnt about this and summoning all the Furies of the Spheres, carried 
the corpse on his shoulder and stamped out Daksa, in vendetta. 

This icon represents a dynamically chaotic and tragic dance of Siva-rudra. His 
movement represents the whirl of the spheres. The right hands are two: (i) the 

upper right hand holds the khefa weapon, (ii) the lower right hand is in tripataka, 
triple flag, and indicates wonderment. The left hands are two: (i) the upper 
left hand holds the fawn, (ii) the lower left palm holds the cup (of blood). 

The head is in adhutam, aslant, showing pride, and indicates looking at things 
askance, in self conceit. 

His looks are heroic and fierce. His ganda, cheeks, are in kampitam, shaking. 
The throbs signify anger. 

The adhara, lower lip, is in kampana, shaking, and shows internal distress, 
anger, and quickness. 

f 

The cibuka, chin, is in dasta, biting, and shows anger. 

The griva, neck, is in tria, sideward movement, expressing weight which is 
carried on the shoulder. It also expresses sorrow. Hrdayam, chest, is in nirohugna, 
straight, and this denotes height of pride. The parsva, sides, are in vivartita, rounding. 

The posterior is elevated and this indicates turning back. 

The udara, belly, is in khalvam, depressed, and indicates addiction to pen¬ 
ance. The kati, waist, is in chinna, cut, and denotes wonder. 

"Oru, thigh: the right one is in kampana, shaking; the left one is in udvartana } 
twisted and fixed. 

Janu, knee: the right one is in nata, bent; the left one is in ksipta, asunder, and 
also in udvahita, lifted up. 

The right foot, pada is in sama, levelled or balanced. The left foot is in 
udghatfita, well rammed. 

The head of the enemy Daksa or the minstrel with the pipes, is trampled upon 
or blessed. 

In the attitude there is vigour, tragic veneer, and destruction personified. 
The curls of hair, jatajuta, are spread out due to the whirl of the head, body and the 
whole frame. 

The body of Sati on the shoulders, gives to the whole composition, a vein of 
disaster and tragic revengefulness. 
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Fig. 7—SAMUDRA MATHANA 


The upper panel is the picture of ‘ Samudra Mathana 

On the left side, the titans are holding the head end of the king of serpents. The 
right tail end is held by the celestials. In the centre there is the mandara mountain. 

Bharata Natya Sastra illustrates the theme of churning the oceans woven into 
a type of play known as dima. In this, celestials and titans are the dramatic roles. 


Fig. 8— SRI RAMA 

The left hand is in arala, curved pose, holding the upper tip of the bow. The 
right hand is in kapiddha, wood apple, holding the arrow, The right leg is straight 
and is in sama, firmly poised. The left leg is bent, in nata. This is the pose of 
Srirama with the bow. 

See Bhagavad gita X. 31. b. 

“ ramah satra bhrta maham.” 


Fig. 9—TWO IN ROUND 

This dance pose of two danseurs combined to form into a wheel. They can 
roll on. The quick movement will give the idea of a fly wheel in motion. 

The sculpture represents a circus like circuit of movements. 


Fig. 10— DANSEUSE AT TOILETTE 

The sitting posture is superb. The lady is in the final touch of her toilet. The 
holding of the mirror by her left hand is graceful. The right hand curved over the 
head is an aesthetic and beautiful movement. 

Lalatatilaka, fixing of the beauty mark on the face is seen here. 

The flowing hem, the slipping of the upper garment over the left shoulder are 
the feminine graceful movements of the sartorial coverage. The posture is deftly 
carved. 

The danseuse is giving a finale to her make-up. 

The bright eyes, the setting of the features in equipoise, the shining earrings 
and the coiffure arranged in a knot, all give a graceful finish to the figure. 
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Fig. 11—ONE AS THREE 


The central figure is legless, but the movement and its analysis disclose that the 
legs of the central figure are the left leg of the figure to the right and right leg of the 
figure to the left. 

The central figure is to be taken as standing knee to knee, which of course is a 
difficult pose. 

The side figures are bent and so they appear shorter than the central figure. 

The caps on their heads indicate that they are court fools. 

The telescoping of attitudes is superbly achieved in the sculpture. 


Fig. 12—SlVA-PARVATI Kalyanam 

The upper panel is a wedding scene. On the left side rsis are offering presents. 

To the right is the figure of Brahma followed by Visnu and another Celestial. The 
celestial bridal pair are Siva and Parvati. 

The Lower Panel: 

It is a beautifully carved stage. The central figure of a danseuse is accompanied 
on either side by musicians., like drummers, cymbal players and flutists. 

The central figure is in a karana pose. It is in skhalita, Karana 86, Fig 100 of 
Tantfava Laksana. The left hand of the figure is extended whereas in the Cidam- 
baram panel, it is bent over the left chest. 


Fig. 13—GESTURE IN RHYTHM 

First figure is the danseuse. Second is playing on a percussion instrument. 

The head is in uk§iptam. The neck is in sama (equipoised) The right hand is 
in adhomukha (downward) and tend to be in lata (creeper) The left hand is raised 
and is in vyavartita (circling) in the reverse. 

The left hand is also in prasarita (extension). The chest is in nirbhugna (str¬ 
aight). The right leg (knee) is in nata (bent). The left leg is bent inward and 
the foot is in agratala sancara. 

Fig. 14—TWO DANCE POSES IN SYMMETRY 

These are twin dancers in dance movement. Both are significantly in the same 
pose, of course with the individual characteristic mannerisms of getting into poses. 
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The left hands, apparently differ in their attitudes. The Sculptor could depict the 
particular difference in the rendering of the poses. 

The head is in dhutam-slowly breathing out while moving the head. 

The neck is in sama-equpoised. 

The right hand is in pataka-banner pose of the palm resting on the right thigh. 

The left hand is lifted up in uttana. 

The chest is in nirbhugana-straight. 

The sides are in nata-bent. 

The belly is in ksama, famished. 

The waist is in udvahita, lifted up. 

The thigh is in vivartana, separate. 

The knees are in nata, bent. 

The feet are in udghattita, well rammed. 

Fig. 15—THREE DANCERS IN ACTION 

Three dancing girls in action—While the central one keeps her hands in abhi- 
naya, the two on the flanks leave their left and right hands as though in pataka pose 
keeping their right and left hands touching the hips. 

Fig. 16—A TROUPE OF THREE IN DIFFERENT POSES 

In this beautiful sculpture one notices a troupe of three dancers in different 
poses. Their sartorial make up is also different. The description relates from left 
to right to the viewer. 

No. 1.—The head is in adhutam—aslant. The neck is in sama—equipoised. 
The right hand is in parsvaga (taking to a side). The palm is in sarpa sira— 
serpent hood. H. No. 13. The left hand is let down gracefully in adhogata, drop¬ 
ping downward. The chest is in udvahitam, lifted up. The side is in nata—bent. 
The right leg—knee is in nata, bent and foot is in udghattita—well rammed. 
The left leg is bent at the knee to form a symbolic stretch out of the left hand. The 
clothing of the danseuse is elaborate and the border of the apparel has graceful 
circular stretch. 

2. (The centre figure): The head is in uksiptam (face to face) The neck 
is in sama. The right hand is in uttana (lifted up). The palm is in pataka— 
Banner—S.H.No. 1. The left hand is in vartula (circular). resting on the left thigh. 
The waist is in udvahita (lifted up). The right leg is bent at the knee in nata. 
The left is in udghattita, well rammed. The danseuse is wearing shortened dress. 
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3. The pose is in a vigorous attitude. The head is in the same pose of No. 2. 
Uksiptam. The chest also is in samara, natural. The right hand is let down, the 
palm is let down the right knee.The left hand is raised gracefully and held in catura 
pose. S. H. No. 17. The right leg is bent at the knee in nata, bent. The left leg 
(knee) is in ksipta. The foot is in ancita, elevated. The whole attitude of the 
dancer approximtes to the karana skhalita. (K. 86). Definition of skhalita 
karana: The left leg (in this sculpture) is bent and swing sidewards. The hands 
are moved round and round in recita movement. 


Fig. 17— TWIN DANCERS IN DIFFERENT POSES 
The twin dance sculptures are in different poses (from left to right 1 and 2). 

No. 1.—The head is in parivahitam (sideward). The neck is in sama 
(equipoised). The right hand is in vartula (circular). The palm is in—(apparently— 
sarpasira (serpent hood). S. H. No. 13. The left hand is in adhomukha (down - 
ward). The palm is in pataka. The chest is in prakampita (shaking). The 
belly is in khalvam (depressed). The waist is in recita (emptied out). The right 
thigh is in vivartana (separate). The right knee is in nata (bent). The left thigh 
is in stambhana (steady) and in vivartana. (separate). The left knee is in parivrtta 
(rounding). The right foot is in sama (balanced). The left foot is in agaratala 
sancara (tips of toes). 

2. The head is in uksiptam (face to face). The neck is in sama (equipoised). 
The hands are in vartula (circular) and are in Gurudapaksa (Nr. H. 19). They are 
stretched outward on to the sides. The chest is in abhugna (lifted up). The waist 
is in udvahita (lifted up). The right thigh is in valana (circling). The left thigh is 
in var tana (separate). The right knee is in avartitam (circiling). The left knee is in 
nata (bent). Both the feet are in udghattita (well rammed). 


Fig. 18—TWO IN IDENTICAL POSES 

These are twin dancers in dance-movement. Both are significantly in the 
same pose, of course with the individual characteristic mannerisms of getting into 
poses. The left hands, apparently differ in their attitudes. The sculptor could depict 
the particular difference in the rendering of the poses. 

The head is in dhutam, slowly breathing out while moving the head. The 
neck is in sama, equipoised. The right hand is in pataka, banner pose of the palm 
resting on the right thigh. The left hand is lifted up in uttana. The chest is in 
nirbhugna, straight. The sides are in nata, bent. The belly is in ksama, fam¬ 
ished. The waist is in udvahita, lifted up. The thigh is in vivartana—sepa. 
rate. The knees are in nata, bent. The feet are in udghattita, well rammed. 
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Fig. 19—MUSIC IN ALIGNMENT 
This sculpture consisting of seven musicians in an orchestral synthesis. 

(From left to right) 

The first two play on wind instruments like pipes. 

The next two beat the percussion dr um s 

The third pair are playing on the flutes. (Lind instruments) 

The seventh is playing on a drum, generally used in folklore music. 

Such group of musicians generally follow a procession during festivals, royal 
ceremonials and other celebrations. 


Fig. 20—DANDA RASAKA OR KOLATTAM 

A group of even numbers hold sticklets in their hands and make progression 
in march either in a circular or bowlike formation, all the time contacting thesticklets 
by beat according to rhythm. The sticks are small and may be coloured. They 
move forwards and also in reverse. 

The sculpture is vivid in its presentation of this desi type of dance movement, 
known as dam) a raska. 

While the sticklets are contaced by beats, bodily movements are in lasyangas, 
brahamari, and other dance sequences. 

The music is always well tuned and timed. 

Fig. 21—A CONCERT 

First is the drummer. The next is the player on the stringed instrument. 
The third is the rhyming musician with tiny cymbals. The fourth, the chief figure is 
the danseuse. 

The smiling face, the uplifted right arm in pataka, palmpose, the letting down 
of the left hand and standing in samapada sthanaka, are superbly aligned. 

Fig. 22—A BALLET STORY IN SCULPTURE 

The bearded saint given to askesis and austerities is shot by the floral darts of 
the Cupid. 

This tempted saint is being pulled back by his acolyte imploring him not to 
slip over the precipice of sensuous temptation. 
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The woman who is grotesquely asinine in appearance appears to the saint as a 
beautiful celestial. She drags and leads the pious man into the nether realms of con¬ 
cupiscence. 

At the right end, is the Cupid with his drawn bow shooting his amour-charged 
arrows. 

This sculptural feature is representing a ballet story. 

The donkey head reminds one of the character in ‘ MIDSUMMER NIGHT’S 
DREAM ” of the bard of Stratford—on—Avon. 


Fig. 23—THE PARAMOUNT LOVER AND THE BRIDES 

First, the lady is holding cymbals. The next is playing on a stringed instru¬ 
ment. The central figure is Srikrsna. The next is rhyming with disclike cymbals 
and the last at the extreme right is playing on the percussion drum. 

Such dances remain the bedrock for innumerable varieties of ballets, operas and 
dance sequences. 

The philosophic contents of the sculpture is explained by 
quoting from samskrt Literature. 

(1) K$StfA LILA TARANGII^I VII. 10 

Sri Raga Triputa Tala 

gopala makalaya sakhi he gopikayutamandali 
candabhanu samagramandala niyata devanityabodha 
makhilasaramadideva matula lila mamaragita 
maprameya prakramanitya suddhasukhaika vigraha macyutam. 

“ Oh dear, look at Srikrsna in the midst of the Gopis, (milkmaids,— 
the pratikas, representatives of the life monads, jivas) shining like the sun. 
He is the Omniscient; He is the Standing Ground for the whole Creationi 
He shines by Himself out of sourcelessness. It is His divine sport to assume 
this theophanic advent, as KRSNA and the celestials are paying their 
homage. This Omnipotent Lord is exhibiting His divine prowess in a variety 
of ways. 

This the TRUTH. He is the Endless 
The above excerpt is from the songs of Narayan Thirtha, a theopathetic devotee, 

(2) Here is a description of SRIIGR.$NA from Krsriakarnamtra of the 
great devotee, Lilasuka which can be quoted appositely to explain this sculpture. 
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maulau mayuar abarham mrgamadatilakam carulalata patte / 
karnadvandeca talidala matimrdulam mouktikam nasikayam / 
haro mandara malaparimalabharite koustubhasyopa knathe 
panau venusca yasya vrajayuvati yutah patu pitambaronah 11-93. 

The crown of the head is studded with peacock plumes, the broad and 
shining forehead is decorated with the beauty mark of musk unguent. Both 
the ears are adorned by tender palmleaf ornaments. The nose tip is adorned 
with a pearl. The garland of mandara flowers round the neck emit a 
sweet scent. On the chest, just below the neck is found the divine gem kaus- 
tubha. In his palms is held the veiiu, the flute. 

May Lord Krsna surrounded by the gopis, life monads, wearing the 
yellow robe protect and grace us. 

Such songs and verses are ubiquitously found in Indian Literature. They 
are the dominant motifs for the poets, sculptors, paintersand dancers in the bharatiya 
fine art repertoire. 

This dance is known as pin<Ji, or brndanatya. The Paramount Lover is 
Srikrsna, and the whole creation is feminine to Him. This ultimate concept is 
exalted. He is the nucleus. The rest is all around Him, moving in circles in an 
unending variety. A terpsichorean cavalcade signifying the whole of the creation 
in progress under the aegis of the Lord. 


Fig. 24— DRESSING A THORNPRIGK 

The head is in avadhutam and then in ancitam, i.e., lowered down and then 
slightly bent. 

The glances are cast down on to the side. They are in kanta, amiable. 

The nose is in vikunita, bent sidewards. 

The cheeks, ganda, are in sama, natural showing natural feelings. 

The adhara, lower lip, is in kampana, denoting internal pain (due to the prick) 

The chin, cibuka, is in sama, natural. 

The neck is in kuncita, bent to a side. 

The right hand is holding a weapon (?) The left is beautifully curved, the 
forefinger pointing the prick point on the foot. 

The chest, hrdayam is in sama, natural. The parsva, side is in nata (bent). 

The right thigh is raised’ and the knee is bent inward crossing over the left knee 
joint. 
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The sole of the right foot is exposed for dressing. The assitant is there to render 
the first-aid. 


There is grace in this complete pose. 


Fig. 25— A DANCE FIGURE (broken) 

The unique feature is the^raising of the right hand in ancita, to circle over the 
head. 

The legs are mutilated. 

Fig. 26— THE DANSEUSE IN A VIRILE ATTITUDE 
A demon is stamped over with the left foot firmly placed on its head. 

The head is inclined leftwards in parivahitam sideward movement. 

The looks are in adbhuta, wonder and also in vira, heroic. 

The nose is in vikysfa, elongated indicating heroism. 

The gan<Ja, cheeks are in ghurna, stretched out indicate buoyance and pride. 
The chin, cibuka is in khanda, grinding. 

The neck, griva, is in kuncita, bent to a side. 

The right hand is in uttana, raised, the palmpose is in tripataka, holding a 
pasa (noose). 

The left is gracefully holding the mace, a heavy weapon of offence. 

The composition, though depicted in a heroic mood is given an aesthetic look. 
At the top are celestials admiring in awe, the great act of destruction of evil. 


Fig. 27— MAID OF HONOUR 1 

Her left romp is lifted. She is holding the flywhisk, camara. The right hand 
is let down on to the thigh. The palmpose is in tripataka. The right leg which 
is mutlilated should have been placed in sama pada, equiposed. The look is in kanta, 
amiable. 


Flo. 28—MAID OF HONOUR 2 

The lady is holding a puma kumbha, the sacred vessel. The right hand is 
let down on to the thigh. The palmpose is in tripataka. The right leg is in svastika 
(crossed) and its big toe is in agratala sacaru. The look is in kanta, amiable. 
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Fig. 29—TWO FIGURES IN DIFFERENT ATTITUDES 


These two figures are technically dance attitudes, there is grace in the 
poses. 

The forelegs of the left figure are crossed in svastika, the left hand is holding the 
bow, unstrung. The right hand is gracefully bent over the head. The palm is in 
pataka. The head is slightly aslant, to add to the feminine grace. 

The second figure is in movement, cari. The movement is in ca$agati. Where 
the right foot is extended on the ground. The left is moved in another direction. 
The left hand is let down behind the posterior in a graceful manner. The right arm 
is uplifted holding a stick or a sword. Side is in prasaritam, extended. 


Fig. 30 to 38—DANCE POSES 

Paes who visited Hampi Vijayanagar during the second and third decades of 
the Sixteenth Century A.D. was conducted through the Royal Dance Hall—Nrtya 
Grha. 

He described in detail several sculptural attitudes, designedly carved to impart 
visual lessons to the trainees in the dancing art. 

Could these figures be those that were observed by Paes ? 

The attitudes, the sartorial covering, the musical instruments and other graceful 
actions bring home to us now the dance progress of that century. 

Whether these figures were then found by Paes can never be answered satis¬ 
factorily. These survived the savage fury of the iconoclast. 

These figurines do proclaim the dance attitudes. These sculptures eloquently 
voice forth the graceful and artistic patterns of dance poses. 

The troupe sculptures indicates a movement of the dancing team. 


Fig. 39—THE YOUNG DANSEUSE 

The right hand is in karihasta. (Proboscis). The left hand is in udves^ita, 
raised. The left leg is in a agratala sancara. 

The right knee is well rammed on the ground. 

The head has a patterned coiffure. 
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Fig. 40— SIX IN VIGOROUS DANCE MOVEMENT 


All the dancers, gandharvas, are on the move. Their movements are dynamic. 
The fourth from the left viewer’s is playing on the drum. A spirit eclat prevails. 

Their flamboyant feelings are in full swing. 

The whole group present lovely contours of attitudes. The alignment of the 
hand actions, the bent of the knees, the stretching of the hands and the swing move¬ 
ments of the body combine and give to the setting a dynamism and graceful move¬ 
ment according to rhythm. 

Fig. 41—NADANTA DANCE OF SIVA 

This is the most popular dance pose of Lord Siva—Tandava aspect. 
Dr. A. K. Coomaraswamy’s scholarly exposition in his early work “ The Dance of 
Siva ” refers to this pose. The gamut of philosophic purport of this tandava, 
is too well known to the connoisseurs of Fine Arts. 

The round halo covering the figure repesents the manifest creation. This 
dance pose repesents spiritual poetry. The symbolism transcends the mundane 
plane. 


Fig. 42—GANDHARVA 

This figure is that of a gandharva. The head is in aslant pose, The chest is in 
nirbhugna, straight. The right hand is stretched out. The palms are not clearly 
visible. The left hand is placed over the chest i.e. parSvaga taking to a side. The 
right knee is in nata, bent or genuflection. The left is stretcthed out. The right 

foot, pada is in sama, well set. The left foot is in udghaftita, the heel is set firmly on 
the ground. 


Fig. 43—NAGINI AND OTHER DANSEUSES 

The third figure is a n'agini. The same is indicated by holding of serpents in 
her left hand. 

The left foot is well set on the ground. The waist is gracefully bent to the right. 
The hands are raised over the head. The figure is in dishabille. 

The central figure and first one are well costumed and their forearms are 
damaged. The figure stands firmly but the left hip, parSva is raised to give grace 
to the feminine standing attitude. The right hand is raised above the head. The 
left hand is bent at the elbow. The forearm^ cover the belly. The palmpose 
cannot be deciphered. 
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In the first figure the same posture is sculptured, but the right knee is bent to 
cross over the left foreleg, which is damaged. 

Fig. 44—ONE AS THREE 

The central figure. Face to face posture is the main one. When it swerves 
to the right bent, the central figure must be kept out of vision. Similarly when the 
figure bends towards the left, the central figure must be screened away. This is 
an attempt in still picturisation to show change of movement and attitudes. The 
hands of the central figure are raised above the head. They are in uttana pose 3 
raised. The moving leg alone is sculptured. 

Fig. 45—JAYASSI POSE 

The head is gracefully bent in nata. 

The waist is in chinna, (split or cut). The right hand is gracefully raised and 
the palmpose is in tripataka. 

The right hip is curved and the right leg is in udghaftita, well placed on the 
ground. 

The left knee is in svastika, crossed. The left toes are in agratala sancara, 
pointing to the ground. 

The left hand is curved over and the palm is at the waist in ardha candra, 
crescent moon. 

There are other small dancing figurines carved relatively in tiny dimension 
moving round the prima donna. 

The coiffure is stylised. 

The earrings are circular giving grace to the bent neck and the tilt of the head. 

Scholars feel that these illustrations might be the reproductions of the text in 
Nrtya Ratnvali by Jayassenani. (13th Century). The attitude is named after 
that writer. 


Fig. 46— DANCE IN GROUP MOVEMENT 

Upper panel, below the ceiling, is a group active in a dance concert. The 
central figure is that of nrtya ganapati. 

Two drummers are on either side. Two dancers are sculptured at either end. 

Lower panel, round the top of the pillar is another group dance in motion. 
The figures though exquisitely executed remain undecipherable. They are playing 
on different musical instruments with dancers in between. 


273 


83—18 



Fig. 47—A DANCE POSE 


The right and left forearms are mutilated. The head is in parivahitam, a 
sideward movement, aslant to the right. This is indicative of remembering and 
surprise. The looks are in akekara, half shut and also in mukula, the condition of 
enjoyment of pleasurable experiences. 

The neck is in nata, bent. Chest is in abhugna, lowered with the posterior 
lifted up. ParSva, side is in vivartita, rounding. Udara, belly is in ksama, fami¬ 
shed. kati, waist is in chinna, cut, indicates wonder. Uru, thigh is in sthambana, 
steady. The left is in udvartana, twisting. Left knee, janu is in nata, bent. Pada 
the right foot is in udghaftita, well rammed. The left is in agratala sancara, 
raised on tips of toes. The figure lost its grace because of the truncated portion. 

Fig. 48—SARASVATI ON HAMSA 

This panel is precisely, beautiful by and decoratively arranged in a triangular 
background. 

The central figure is Goddess Sarasvati, mounted on her vehicle the swan. 
The four sets of hands are holding series of weapons besides a vina, kachapi. The 
figure is standing on the outstretched left leg. The right is bent inward at the 
knee. The right pada, the foot is in a agratala sancara, the big toe pointing to the 
ground. The waist is beautifully bent towards the right. The vipa is broken and 
removed. 


Fig. 49—A DANCE TROUPE 

Another panel with a central figure and two attendants to the right and four 
to the left. The graceful attitude is befittingly sculptured. 

At the centre is set the cynosure of eyes. The whole scheme recalls an array of 
a dance troupe. 


Fig. 50—VISNU 

This is another triangular frieze panel. The central figure is God Visij,u. 
holding in His eight hands, several weapons. 

But the presence of a trident in one of the right hands and a conch in one of the 
left hands forces us to name the figure as that of hari hara(?) (Biunity) composition. 

The figure is standing firmly with a slight slant to the right. 

The two figures of danseuses on either side in the second place are in dance 
attitudes. In their uplifted hands we notice chowries. 

The rest are also in terpsichorean attitudes. 

The presence of the fawn looking up confirms the presence of hara, Siva. 
The whole sequence is aesthetically given, a finale in this lithic representation. 



Fto. 51—VAISNAVI 


This is another panel shaped in a triangle. The central figure is that of Vai- 
snavi. 

The forelegs are in svastika, which is popularly known as vyatyasthapada. 

The suite of eight hands hold conch, discuss, bow arrows, or sakti etc. 

On either side there are two figures consistently in dance attitudes. 

Fig. 52—KOLATTAM 

B.N.S. under the heading Pravrttis recognised Regional Schools of Dance 
Tradition. 

Later Text books on Theatrics divide the whole subject of Dance into Marga 
(classical) and Desi, Folklore. One of the popular, interesting group dances is 
Kolattam. Small sticklets are handled and waved in a graceful manner, to produce 
the timing sounds, harmonising with the steps, agreeing to time beats and the whole 
group moving in an unending chain. 

The whole cadence is aesthetically fine. Geometric formations can be marked 
during the movement. 


Fig. 53—SOUSTAVA POSE 

1. This is only a pose of Soustava, holding in the right hand a boquet. 

Fig. 54—NICHE FIGURE 1 

This figure is unique for the absence of any drapery, costume except for a band 
like covering over the thighs for giving a decorative relief to the aesthetics of form. 

The head is in adhutam (aslant). 

The looks are in kanta (amiable). 

The eye balls are not visible. 

The eye brows are in kuncita (bent down) pose. 

Nasa—The nose is in Svabhavita (natural). 

The cheeks are phulla (blossomed). 

The lower lip is in visarga (separated). 

The chin is in sama (natural) pose. 

The mouth is in vivarta (separated lips). 

The hue of the face is prasanna (blossoming). 

The neck is in nata (bent). 

Both the hands are in uttana (lifting up). 

The right hand is supposed to be in the continuous hasta of alapallava (Tender 
leaf) or in avarta of nrtta hasta. 
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The left hand is in catura hasta. 

The chest is in sama ‘ normal ’. 

The waist is in udvahita (lifted up). 

The thighs are in valana (circling) or in udvartana (twisting and fixing). 
The knees are in avartitam (circling). 

The feet are in swastika (crossed). 

Fig. 55— NICHE FIGURE 2 

This figure is devoid of sartorial covering except for a snake like band passing 
over the nates and thighs. 

The head is in Utksiptam (face to face). 

The glances are in mukula (closed) and they follow the kanta pose. 

The eye brows are in caturam (grace). 

The nose is in svabhavita (natural). 

The cheeks are in ksama (emaciated). 

The lower lip is in visarga (separated). 

The chin is in sama (natural). 

The mouth is in vivarta (separated lips). 

The neck is in unnata (lifted up). 

The hands are gracefully held up over the posed head in uttana (lifting up) 
and are moved in vyavartita (circling). 

The right palm is in tripataka hasta. 

The left in pataka or in arala (curved). 

The chest is in nirbhugna (straight). 

The waist is in chinna (cut). 

The right side is in nata (bent) and the left in unnata (elevated). 

The belly is in khalvam (depressed). The indication of trivali folds can 
be noticed over the lower abdomen. 

The waist is in chinna. 

The thighs are in vivartana. 

The left knee is in ksipta (asunder). 

The right (ought to have been in nata (bent). 

Left foot is in sama (levelled). 


Fig. 56—DESI DANCERS IN DIFFERENT POSES 

The upper panel is a sequence of a group dance carved out round the upper 
part of the pillar. 

These could be sculptural representations of group dances of the desi dances 
described in nrtya rafriavali of Jayassenani. 

Fig. 57—A DANCE ATTITUDE 

This is a lovely figure, in a dance pose. The right leg is in kuncita. The left 
is in needle footed (sucipada). The left knee is in ksipta—asunder. The right 
hand is let down in trryak. The left hand is lifted up and is in mukula (S. H.No. 
22). The head is slightly bent in adhutam. 
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Fro. 58—KOLATTAM GROUP 


This group consists of dancers in action—a group dance, known as Kolaftam 
—small sticks are beaten and the sounds accord with musical timing. The party 
moves in a circle and this group dance is very popular. 


Fig. 59—DANCERS AND MUSICIANS 


The Upper Panel: 

Three figures in graceful poses from left to right of the viewer. 

First at extreme left, the dancer’s left hand is hung down in pataka. 

The right foot is in agratala sancara. 

The left foot is well rested on the ground. 

The central figure. The right hand is held up gracefully holding a napkin ? 
The palmpose is in kbataka mukha. The left hand is let down in tripataka. 

The chest is lifted up towards the sides. 

The kati, the waist is in chinna, cut. 

The thighs are in valana, circling. 

The heels are separate i.e., in vivartana. 

The knees are in nata, bent and ksipta, asunder. The bending of the waist, 
with the chest lifted to the left gives grace to the whole attitude. 

The third figure at the extreme right: The right hand is raised and holding a 
napkin in musfi, fist palmpose. 

The left hand is place on the left waist. The left hand palmpose is in pataka. 

The head is in adhutam, indicating internal desire. The chest and sides are 
slanted towards the right. The right thigh and knee are in nata and ksipta. The 
eet are crossed in svastika and well placed. 


Lower Panel: 

The central figure standing is playing on the flute. He is standing in soustava, 
with a slight slant towards the left. The graceful placing of fingers on the per¬ 
forations of the flute is finely sculptured. 

The musical airs are afloat in the air. 

To his left the drummer is playing with his right hand on the percussion dial. 
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To the central figure’s right is a figure sitting well poised on its left side by 
resting on the left toes and knee joint. 

The right leg is bent with the knee pointing upwards and the elbow resting on it. 

The right palmpose is in bhramara and the right hand is hanging down. 

The left hand is bent at the elbow and something is held in the palm. 

The extreme figure on the left is holding two metal discs, cymbals. He is 
the time keeper of the rhythm. 

The soft melody is on. The rapturous vein of the song is being fully enjoyed 
by the sitting figure. 

The flutist is KRSNA, Venugopala. 

Krsna Karnamrta. I. 44: 

asrantasmita marunarunadharostam 
harsadradvigunamanogya venugltam, 
vibhramyadvipula vilocanardhamugdham 
viksisye tava vadanambujam kada nu / / 

(When is it that I can glance at your lotus like face, with its red lower lip 
lit with endless smiles and shines doubly by giving out of melodious 
music of the flute, and with its rolling eyes which are half shut). 

Fig. 60—VRK§AKI 

Here is a danseuse in perfect poise. The right hand is curved over the head 
and is holding a branch. The left hand is in nata., bent and resting on the left side 
of the waist. 

The left foot is in sanghaftita, straight and well balanced. 

The right knee is bent and crossed behind the left leg. The right foot is in 
agratala sancara, the big toe pointing towards the ground. The looks are in akekara. 

The head is in uksiptam, up lifted and straight, indicating awe at great things. 

The glance is in lajjanvita, bashfulness. The nose is in vikrista, elongated. 
The cheeks, ganda, are in phulla, blossomed, expressing pleasure. 

Fig. 61—MARDANGAKI 

A lady is playing on the drum. The drummer is resting the percussion instru¬ 
ment on her thighs and bent knees. The hands are on the two dials of the instru¬ 
ment. 
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Fig. 62- DANSEUSE 


A superb attitudinisation. The right hand is gracefully curved over the head. 
The palm is broken. The head is ancita, aslant. The chest is in nirbhugna, straight. 
The neck, griva is in trsra, sideward movement or in kuncita, bent. The legs are. 
in svastika, crossed. The left hand is mutilated. 

Fig. 63—APSARA AT TOILETTE 1 

Robust and buxom. The right hand is gracefully curved over the top of the 
head. 

The left palmpose is in suci, pointing. The left hand is mutilated—probably 
was holding a mirror. The mood is amiable, graceful and inviting. The right foot 
is in agartala sancara. 


Fig. 64—APSARA AT TOILETTE 2 

The right hand is curved over but the forearm is placed behind the head. The 
legs are in svastika, crossed. 

The demeanor conveys a mixture of feelings, of pining and expectation. The 
aesthetic tilt of the head is fine. The folds of the neck gives the precision in stone 
carving. The sartorial coverage though scanty is conventionally refined. The 
right foot is well placed. 

Fig. 65—A CELESTIAL DANSEUSE 

The danseuse is in anjali pose of dance. It may also be talapuspa puta karana. 
The bending of the knee inward gives an aesthetic poise to the attitude. The feet 
are well placed the hands are in dola, swing formation. 

Fig. 66—A DANSEUSE 1 

The forearms are destroyed, but the palms of the figure are in tact. 

The head is in unnata, raising as if to question. The neck is in unnata. The 
chest is in prakampita lifting up. The side, parsvamis in vivarta slanting to the right 
in a graceful manner. The belly, jatfiara, is in ksama, emaciated, kati, waist is in 


279 



chinna, split and aslant. Oru, thigh, the right is in valana, twisted inward, the left 
is aslant and in sthambana, at rest and firmly fixed. The right jangha, knee is bent 
inward. 

The right foot is in agratala sancara. The left foot is steadily fixed, udghaftita 
The aesthetic effect of the attitude of this figure is retained in spite of inconoclastic 
damage, in the two palms seen above the head. 

The right palm is in hamsasya, swan faced. The tips of the two fingers are 
resting on the tip of the thumb, ring and the little fingers are raised aloft and bent. 
The left palm is in brahmara, bee. The tip of the middle finger is resting on the 
tip of the thumb. The first finger is bent. The ring and the little fingers are 
stretched out. The left hand denotes feminine decorative acts. The idea com¬ 
municated cannot be made out, because this is a still pose. The song which is 
being danced, cannot be known. This is so with every dance figure intoned in 
•tone. 

Fig. 67 —A DANSEUSE 2 

The forearms are mutilated. The head is in vidhutam shaking. The head is a 
bit raised denotes a swaying- movement. The neck is in tryasra, slightly aslant. 
The ckeeks, gan<Ja are in phulla, full bloom. 

Vakga is in udvahita. The waist is in udvahita, bent and slightly raised on the 
right and on the left said of the hip is gracefully bent. The right leg is stretched 
out. with a slight bent at the knee. The left leg is well set, the foot firmly 
placed. 

Fig. 68, 69, 70—MUSIC IN ALIGNMENT 

These three figures are decorating the niches. 

Their styles of standing are graceful. 

Fig. 71—NICHE FIGURINE 1 

The dansuese is standing with her knees in svastika, crossed. Probably yawk 
whisk is gracefully held between her knees. 

A dance sequence must be following with the waving of the whisk. 

Fig. 72—NICHE FIGURINE 2 

The knees are in svastika, crossed. Her left hand is stretched out downwards 
and the palmpose is in sarpasira, serpenthood placed over a man. 

The right palm is holding a disc like cymbal. 

Fig. 73—&IVA, THE CELESTIAL DANCER 

This is a superb pose of Nataraja. 

The dance represents the conquest of evil which is represented by the lying 
figure of Mayujaka at the bottom and which is being trampled upon. 

Cosmic rhythm of the creation is symbolised in this dance composition. 
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The head is aslant, with the curls of hair" flowing sideways. These are the 
rhythmic movements. 

Of the suite of four right hands, two are bent upwards holding weapons, 
trident and kheta, (small heavy offensive weapon). Of the lower ones, one holds 
the tiny drum beating the time of the movement. The other one is in abhaya, 
assuring grace, safety and fearlessness to the devotees. The left suite of hands are 
similarly poised. The uppermost is in tripataka and the other one just lower down 
holds the flame, the heat of the spheres. It represents the motif of activity in Life. 
In the flame, the wind, the vital breath, is also concoursed. The lower third left 
hand holds the snake, a symbol of Eternal Time (ananta) and also the antithetic 
factor of reality. The fourth left hand is gracefully crossed over the chest, in kari- 
hasta and poised underneath the abhaya right palm. 

The ka{i, waist, is twisted, and affords the pivot of motion for whirling. 

The right thigh is bent and poised with uplifted sole and the left is touching it. 
The stamping foot is shown here resting on the personified evil underneath. The 
stamping is alternated. 

The still picture has to be imagined as a minute point of TIME ‘The Now 5 
of the whole whirl of Eternity. 


Fig. 7 4—GAIS T APAT I 

Ganapati is riding his tiny vehicle the rat, in full vigour and promise of mobility. 
The deified rat and the elephant headed anthropomorphic Ganesa are significantly 
active. 

Ganapati inherited the Terpsichorean talents from his father, Siva-Nataraja. 

Fig. 75—A DEVOTEE IN A THEOPATHETIG MOOD OF EGSTACY 

His knees are in svastika, crossed. The right foot is in sama, balanced. The 
left is in agratala sancara, resting on the extended big toe. The flowing hems of the 
garments on either side indicate abandon. 

In both the uplifted hands, the devotee is holding cymbals (rectangular in shape 
to be played by the movement of fingers karatalas.) 

The head is tilted in masculine grace. The whole figure is a symbol of self 
forgetfulness, seeking the Ultimate Unity with the Beyond, not in the wakeful or 
dream state, but in the super state, turiya, in which sublimated existence and beatific 
vision are experienced. 

Garland handing over the chest gets tilted to the side to indicate the involun¬ 
tary movement of the body. 
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Fig. 76— VID0SAKA, A COURT FOOL 

The Court fool has a hump back and a crooked physique. The knees are twisted 
crookedly. The limbs are contracted. His actions are always conceited. He is 
potbellied. His hands are twisted. 

His laugh hasa is always subjective. It is a giggle (atmasta) and this provokes 
laughter in the audience, parasta. He indulges in vihasitam, loud laughter upa- 
hasitam, ridiculous laughter, apahasitam, unnecessary and impertinent laughter 
and also atihasitam, excessive laughter. 

Everything about him is ridiculous. His presence is a necessity in a dance or 
a dramatic production. 

Fig. 77—GESTURE IN ALIGNMENT 

Head is in Adhtitam (aslant) indicating internal desire. The rasa drsti is in 
Kanta (amiable) and in Salalita (graceful). The eyes are in Vikosa (fully open) 
sot out of fear or excitement, but out of fullness of amiable feelings. The eyelids 
are in vivartita. (The lids thrown up). 

The eyebrows are in utksepam (thrown up). 

The nose is in svabhavita (natural). 

The cheeks are in Phulla (Blossom). 

The lower lip is in samudga (natural elevation). 

The chin is in sama (natural). 

The mouth is in Udvaha (closed lips). 

The hue of the face is in prasanna (Blossommed). 

The neck is in Trsra (side movement). 

The right hand (palm) is in arala (curved). 

The right hand is in uttana (lifting up). 

The left palm is in kartari mukha (scissor faced). 

The left palm is in Trsra (triangular). 

The chest is in nirbhugna (straight). 

The sides are in unnata (elevated). 

The waist is in udvahita (lifted up). 

The thighs are in udvartana (twisting and fixing). 

The right knee is in avartitam (circling) in nata (bent) and in parivrtta 
(rounding). 

The calf is in udvahita (lifted up). 

The left knee is normal but straightened. 

The right foot is in agratala sancara (moving on tips of toes). 

The left foot is in sama (levelled). 
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Fig. 78—A DANSEUSE ACCOMPANIED BY A FEMALE DRUMMER 

The right hand of the dancer is raised in pataka. The left is on the hip. 

The right knee is gracefully raised and the big toe is pointed downwards. 

The left foot is well placed on the ground. 

The movement accords with the timebeat given on the drum. 

The drummer’s left hand is raised to give a beat on the left dial of the drum 
;o harmonise with the right footfall of the dancer. 

This is a sculptural achievement to suit the movement of the dance and sonal 
seat of the drum. 

The rhythm is well communicated. 

Fig. 79—DANSEUSES 

Both the figures are in identical poses. The sthanka, placement of the legs is 
uperbly poised. The buoyancy of action is well sculptured. 


Fig. 80—‘ DISHABILLE 5 POSE 

This dance pose is incomplete for description because the iconoclastic savage 
land has deprived the hands of the sculpture by mutilation and the waist is split. 

The figure is superb. The trivali, the three folds and the navel above are 
jeautifully carved. 

The dishabille pose is relieved by the floral band decorating the supple thighs. 
The left leg is straightened and well placed. 

The right one is bent at the knee. The right sole is raised. The bashfulness 
s well indicated. 

The necklace hanging over the. bosom has a slight tilt to the right. The dancer 
.s looking rightwards. 

The coiffure has floral decoration. 

Fig. 81—THE DANCER APPARENTLY IN AN EXTRAVAGANZA POSE 

This seems to be an extension of the unmatta karana. K. 14. Frenzied. 
Ch. IV. Verse 75. ‘ In unmatta the leg is bent and hands are in recita, whirl \ 
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An abandon spirit pervades the movement. 

The head is aslant and is in lolitam, spinning round. The hands are curved 
over the head, the waist is curved. 

The chest is in nirbhugna, straight. 

The thighs are in udvartana and vivartana, twisting and separate. 

The big toe of the left foot is in udghattita. The right foot is well placed. 


Fig. 82— FIGURES IN DIFFERENT ATTITUDES 

The right hand in the left figure is gracefully let down on the sides. The 
palm is in pataka. The left is bent towards the waist. The palm is mutilated. 
The head in the right figure is in utksiptam, face to face. The demeanor is un- 
depictable, The neck is in unnata. Right hand is let down hanging and the palm 
is in pataka. The left is raised gracefully—uttana, lifted up over the head. The 
palm is in ardha candra, crescent moon. The chest is in nirbhugna, cut, shows 
wonder. Gru, thigh—the right one is raised and bent, and left one is in valana, 
circling and the knee is extended and bent inwards. The left pada is in agratala 
sancara. Jangha, the knee, is in nata, genuflection. This is a very fine pose. 


Fig. 83—THE DRUMMER 

The percussion instrument is hung over the thighs by a strap hanging down the 
left shoulder. 

The rod to strike the percussion dials of the drum is held in the right hand. To 
match the sounds, the fingers of the left hand also move over the other percussion 
dial on the left, but in the figure they are seen resting on the body of the drum. 

The time beat is always a mathematical formulae. Its repetition in slow tempo 
or in vigorous encore marks the talent of the drummers. 

The steps of the dancer are always guided by the time alignment of the drummer. 


Fig. 84—NANDI 

Siva taught the Art of Dancing to nandi also known as tandu. Hence the dance 
movement of vigour and ferocity is known as tandava. 

This is a sculpture found at Lepakshi. The adornments like the bells are 
impressively carved. 
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Fig. 85—BOW-WOMAN 


This picture depicts toxophilites in the act of stringing the bow. The left 
hand firmly grips the centre of the bow in mus{i fist. 

The right foot is bent and firmly set on the left knee and the bow at the downward 
end. The right hand is gracefully holding the upper end of the bow for setting the 
bowstring in tension. 

The waist and sides of the figure are curved affording grace. The left foot is 
in udghaftita firmly established on the ground. 

The face is frontal. The earrings dazzle and a smile of confidence glitters on 
the face. 


Fig. 86— THE DRUMMER 

A beautiful picture of a drummer, a percussion instrument. The beats of this 
are a must for any dancer. The rhythm of movement is precisely indicated by the 
sounds of this instrument. 

Fig. 87-KRSNA DEVA RAYA WITNESSING A DANCE CONCERT 

The seated figure at the right extreme is evidently a patron or a Nafya Acarya 
(Krsnadeva Raya?). His right hand pose indicates his direction to the danseuse. 

The Danseuse is in a wonderful pose, balancing herself on the right big toe. 

The left leg is upturned towards the back, in a pose known as kuncita urdhva 
lata. The left hand is in parsvaga (taking to a side). The right one is in uttana. 

The right knee is bent in nata and the calf is in udvahita—toes piercing into 
the earth. 

The other figures are the persons playing on musical instruments. 


Fig. 88-PORNA KUMBHA DANCE 

The right hand of the first figure is extended and raised holding something. 
The left hand is resting on the left bent knee, which is well placed. The right leg is 
stretched outward. The coiffure on the heads are well knotted. The legs are in 
alidha sthanaka, stretched out for a vigorous action. The second figure is holding 
her gracefully outstretched hand something not clearly visible in the sculpture. The 
left leg is well placed out at a distance. The right knee is bent. In the right hand, 
she is holding a vessel, the dance with purna kumbha. The spreadout of the skirt 
in a fanlike round is superbly carved. 
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Fro. 89—PANCALA PURUSA 


The right hand is in kati bandha. The left hand is raised in uttana, supporting 
a heavy weight or structure. The right leg is in udghattita, well rammed. The 
left leg is bent inward and is in agratala sacara. The masculine grace and the 
sinews are admirable. 

He is called Pancala purusa, a man of the superior type possessing many good 
and admirable qualities. 


Fig. 90—PADMINI 

The figure is reverse in symmetry to No. 89. The looks are in kanta. The 
whole structure of the figure is in full vigour in lasya. The waist is bent in a graceful 
style. 


Fig. 91 —TRIVIKRAMA 

Visnu exiling the king Bali to the netherworld by occupying the whole of the 
earth and the sky regions. 

The uplifted leg sweeps over the sky region - rather all space. 

The upper right hand is in suci palmpose. The same indicates the Ganga 
river of the skies. (Vide Padma samhita, kriyapada. XVII. 52) pointing to his 
omni extension. 

The sartorial covering leads one to infer that the figure is a goddess, vaisnavi(?) 

The surroundings required for the sculptural reproduction of Trivikrama 
theophanic advent, are not present. 

Yet the vaisnavaite symbols of conch, discus and mace are held in three hands, 
one in the right and two in the left. 

Trivikrama is the glory of omnipresence and omniscience. 

This pose resembles a dance pose. It is a symbolic sculptural presentation of 
Trivikrama avatara a constituent of the dasavatara tradition. 
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APPENDIX I 

Text of the Telugu Excerpts in Telugu Script referred to in pages 

14, 32 and 33 
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Books for Reference 




BIBLIOGRAPHY 


Bharata Natya gastra . 


99 


•9 


Abhinaya Darpana of . 
Nandi 


. Text Published by Nirnayasagara Press. 
1943. Ed. by Pt. Kedarnath. 

Text together with Commentary of 
Abhinavagupta Padacarya, Vols. I and 
II. Published by Central Library, 
Baroda, 1926, Vol. II Oriental Insti¬ 
tute, Baroda, 1934. 

English Translation by Dr. M. Gosh. 
The Royal Asiatic Society of Bengal, 
1950, Chapters I to XXVII. 

English Translation by Dr. M. Gosh. 
The Royal Asiatic Society of Bengal 
Chapters XXVIII to XXXVI, 1961, 
Vol. I. 

The Original Text, Chapters XXVIII to 
XXXVI. Edited with Introduction 
and Various Readings by Dr. M. Gosh, 
1956. 

Telugu Script with Tatparya by Nida- 
mangalam Tiruvenkata Carya, 2nd. 
Edn. 1887 and 1st Edn. 1874. 

Telugu Script with Tatparya by Nida- 
mangalam Tiruvenkata Carya, 3rd Edn. 
by Rajagopalacarya, 1905. 

. Text Edited Critically by Dr. M. Ghosh. 
Publication, Calcutta Sanskrit Series, 
1934, with Introduction and English 
Translation. 


295 



Abhinaya Darpana of .. 
Nandi 


Abhinaya Darpanamu .. 
by Matrubhutayya- 
kavi 


English Translation Titled ‘ Mirror of 
Gesture ’ by Dr. A. K. Goomaraswamy 
and Duggirala Gopalakrishniah. Har¬ 
vard University Press, 1917. 

Telugu Verses. Published by Govern¬ 
ment Oriental Manuscript Library, 
Madras, 1951. 


Abhinaya Darpanamu .. 
by Vicitra Raya 
Vatamsa 


MS. No. B. 11537, The Tanjore Maha¬ 
rajah. Serfogi’s Saraswati Mahal Lib¬ 
rary. Work in Telugu Verses. (Copy 
Secured. 


Abhinava Bharati 


Bharatasara Sangraha 
by Chillakuri Diva- 
kara Kavi 


Text of B.N.S., Chapters I, II and VI. 
Critical Edition of Text together with 
Commentary of Abhinavagupta and also 
Commentary in Hindi by Acarya Vis- 
vesvara, Delhi University, 1960. 

Telugu Verses. Madras Government 
Oriental Series, 1956. 


Bharata Saram 
by Gandrasekhara 


Aumapatyam 


Sangita Darpanam 
by Catura Damo 
dara 


Telugu Script edited with Tatparya in 
Telugu by Lanka Suryanarayana Sastri 
Tenali, 1955. 

Madras Government Oriental Series. Ed. 
by Sri K. Vasudeva Sastry, 1957 

Saraswati Mahal Library, Tanjavuru, 
1952 Ed. Sri K. Vasudeva Sastry. 


Balarama Bharatam 


Published by Trivandrum Sanskrit Series 
Ed. Sri K. Sambasiva Sastry, 1935. 


Gita Govinda with 
Choreographic Notes 


Tanjore Sarasvati Mahal Series. 2nd Edn, 
Sri K. Vasudeva Sastry. 
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Bharatarnava 
by Nandikesvara 

Natya §astra Sangraha 


Natya gastra Samiksa .. 


Natya §astramu 


Hasta Muktavali 
by gubhankara 


Sangita Damodara 
by §ubhankara 


Kathakali Manjari 
by Dr. K. S. Nair 


Natya, Nrtya, and 
nrtta by K. M. 
Varma 

Indian Dance 

(Natya and Nrtya) 
by C. R. Srinivasa 
Iyengar 


Sangit Natak Akademi, Delhi, 1957. 
Tanjore Sarasvati Mahal Series. 

Compiled by Utke Govinda Carya. Tan¬ 
jore Sarasvati Mahal Series, 1953, Vol* 
I and II. 

Sr. T. K. Ramachandra Iyer, 1936. 
Madras Lawjoumal Press, Madras. 

An Elaborate Summary of the Text in 
Telugu Script with Telugu Commen¬ 
tary and Narrative Exposition by 
Dr. P. S. R. Appa Rao, Hyderabad, 
Vilambi 

Collected from Excerpt Publications of 
The Journal of the Music Academy, 
Madras, Vol. XXVI, Nos. 1 to 4 etc. 
wish a valuable Introduction by Dr. 
Maheswar Neog, Gauhati. 

Calcutta Sanskrit College Research Series 
1960. Ed. by Gaurinath Sastry and 
Govindagopal Mukhopadhyaya. 

Government Oriental Manuscript Lib¬ 
rary, 1956. Chapter 3 contains an 
English Translation of the Hand-atti¬ 
tudes as defined in the Work, Hasta 
Laksana Dipika. 

Published by Orient Longmans, Madras 
1957. 

The Blaze Publications, Mylapore, Mad¬ 
ras, 1948. 
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Abhinaya Prakasika 
by Gopinath 

Classical Dance Poses 
of India 

by Gopinath and 
S. V. Ramana Rao 


Natana Niketana Publications, 2nd Ed. 
* * 

Madras-6. 


33 33 33 33 *3 


1955 


Abhinayankuram 
by Gopinath 

Dances of India 
by Ragini Devi 

The Indian Theatre 
by Mulk Raj Anand 

Language of Kathakali 
by Premkumar 


3 3 33 3 3 31 33 


1946 


Susil Gupta (India) Ltd. Publications, 
1953. 

Dennis Dobson Ltd., 1950. 


Kitabistan, Allahabad, 1948. 


dharata Rasa Prakarana Compiled and Published by Nidaman- 

galam Tiruvenkata Cari in 1876 and 
again Published by Vavilla in 1932. 

Chapter VII, contained in Vol. IV. 
Text Published along with the Com¬ 
mentaries of Kallinatha and Singa 
Bhupala. Ed. Pandit S. Subrahmanya 
Sastry, Adyar Library, 1953. 

English Translation by Dr. K. Kunjunni 
Raja and Radha Burnier. Published 
in Brahma Vidya, Vol. XXIII, Nos. 3 
and 4. 


Sangita Ratnakara 
by Sarngadeva 


Tandava Laksana 
by Dr. B. V. Nara- 
yana Swamy, 

P. S. Naidu and 
O. V. R. Pantulu 


G.S. Press, Madras-2. An English Trans¬ 
lation of the IV Chapter of Bharata 
Natya gastra. Published with Photo¬ 
pictures of the Karana Poses Sculp¬ 
tured in the Siva Nataraja Temple at 
Chidambaram. 
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Elizabethan Acting .. Oxford University Press, London, 1951. 
by B. L. Joseph 

English Ballet .. Collins, 14, St. James Place, London, 1956. 

by W.J. Turner 

Ballet .. .. Pelican Books, 1945, Reprint. 

by Arnold Haskell 

Ballet . . .. A Mentor Book, 

by George Amberg 

Dance to the Piper .. A Bantam Giant, 
by Agnes De Mille 

Enter the Actress .. Theatre Art Books, 
by Rosamond Gilder 

Classical Dances and .. With an Introduction by Ram Gopal. 
Costumes of India Adam and Charles Black, 1950. 

by Kay Ambrose 

The Other Mind .. Victor Gollancz, London, 1953. 

(The Study of Dance 
in South India) 
by Beryl De Zoete 

Dance and Music Drama Faber and Faber, 1957. 
in Ceylon 
by Beryl De Zoete 

Indian Dancing .. Phoenix House Limited, London, 

by Ram Gopal and .. Second Impression, 1953. 

Serozh, Dadachanji 

The Dance in India .. Columbia University Press, New York, 
by Faubion Bowers 1953. 

Manipuri Dances .. Oxford University Press, 1951. 
by Leela Row Dayal 
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Kathakali,The Sacred .. Luzac and Coy. Ltd., London, 1955. 
Dance Drama of 
Malabar 

by K. Bharatha Iyer 

Dance of India .. With a Foreword by Uday Shankar, 

by Projesh Banerji Kitabistan, Allahabad. Revised Edn. 

1847. 

Folk Dance of India .. Kitabistan, Allahabad, 
by Projesh Banerji 

Natya Manorama .. Orissa Sahitya Akademi, 1959. 
by Raghunatha Ratha 

Andhra Vigyana .. Telugu Basha Samiti, 1959. 

Sarvasva 

Marg .. (i) Vol. X Nos. 4, September, 1957 

Bharatanatyam. 

(ii) Vol. XI, No. 1, December, 1957, 

Kathakali. 

(iii) Vol. XII, No. 4, September, 1959, 

Kathak. 

(iv) Vol. XIII, No. 2, March, 1960, 

Orissa Dance. 

Journal of the University of Gauhati. 

Vol. VIII Number, 1957. 

Vpl. X Number, 1959. 

Psycho Analysis of Dancing by 
Dr. D. G. Das Gupta. 

Sp an .. ., No. 9, July, 1961. Americans Dance 

Kathakali. 

No. 15, January, 1962. The Living 
Art of Dance. An Interview with 
Indrani Rehman. 
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Srngara Prakasa .. Edited with Copious commentary. Pub- 
by Bhoja lished by Dr. V. Raghavan, 1963. 

Palnati Vira Carita Visalandhra, 1961. 
by Srinatha, Malliah 
and Kondiah 

„ .. Pt. Umakanth Vidya Sekhara Kali Era, 

5040, 1929. 

Curt Sachs . . .. The History of World Dance. 

W. W. Norton and Coy., N.Y., 1963. 
(The Norton Library). 

Manuscripts: 

1. HASTA RATNAVALI .. By Raya Raghava. 

2. HASTADHYAYA .. Halayudha. 

3. SANGlTA NARAYANA .. King Narayana. 

4. NRTYA RATNAVALI .. Jayassenani. 

.. Since Published by A. P. Sangit 
.. Natak Academy in Telugu 
. Script. 

5. BHARATARNAVA .. Vinayaka. 

6. BHARATARNAVA- 

SARASANGRAHA .. Anonymous. 

7. BHARATA SARVARTHA Sriman Mudimbi Narasimha 

SANGRAHA Carya. 
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APjPBNDIX III 




From " A Forgotten Empire ” by Robert Sewell (First Indian 
Edition, June 1962 (Page 276-277). 

This hall is where Ihe king sends his women to be taught 
to dance, 'll is a long hall and not very wide, all of stone 
sculpture on pillars, which are at a distance of quite an arm’s 
length from Ihe wall, between one and another is an arm’s 
length and a half, perhaps a little more. These pillars stand in 
that manner all around the building, they are half-pillars (?) 
made with other hollows (?) all gilt. In the supports or 
pedestals on the top 3 are many great beasts like elephants, and 
of other shapes, it is open so that the interior is seen, and there 
are on the inner side of these beasts other images, each placed 
according to its character, there are also figures of men turned 
back to back, and other beasts of different sorts. In each case 
from pillar to pillar is a cross-bar (the architrave) which is like 
a panel, and from pillar to pillar are many such panels; there 
are images of old men, too. gilded and of the size of a cubit, 
Each of ihe panels has one placed in this way. These images 
are over all llie building. And on the pillars are other images, 
smaller, with other images yet more subordinate, and^ other 
figures again, in such a way that 1 saw this work gradually 
diminishing in size on these pillars with their designs, from 
pillar to pillar, and each time smaller by the size of a span as 
it w^ent on, becoming lost; so it went dwindling gradually awmy 
till there remained of all the sculptured work only the dome, 
the most beautiful 1 ever saw. Between these images and 
pillars runs a design of foliage, like plates fa maneyra de 
lamines), all gilt, with the re\erses of the leaves in red and blue, 
the images that are on the pillars are stags and other animals, 
they are painted in colours with the pink on their faces; buHhe 
other images seated on the elephants, as well as those on ‘the 
panels, are all dancing women having little drums (tom-toms). 

The designs of these panels show the positions at the ends 
of dances in such a way that on each panel there is a dancer in 
the proper position at the end of the dance; this is to teach the 
women, so that if they forget the position in which they have 
to remain at the end of the dance, they may look at one of the 
panels where the end of that dance is shown. By that they keep 
in mind wdiat they have to do. 



